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‘Showtime’ 
THE MELACHRINO ORCHESTRA 
conducted by GEORGE MELACHRINO 
Orchestral Selections: Carousel 
and The Vagabond King 
7EP7026 














“Strauss Waltzes” 

VIENNA BOHEMIAN ORCHESTRA 
conducted by FRIED WALTER 
Vienna Blood; Voices of Spring 

7EP7025 








ARIAS FROM “EIDELIO” — Beethoven 
Act 1: Quartet: Mir ist so wunderbar, 
Aria: Hat man nicht, Trio: Gut, Sdhnchen, 
gut. Jurinac, Mddl, Frick, Schock, The Vienna 
Philharmonic Orchestra conducted by 
Furtwangler 
TERSO65 





Serenading with 
ALLAN JONES 


I’ve got you under my skin; Why 
shouldn’t I; Rosalie; In the still 
of the night. 

7EG8179 





“The Blues they sang” 
Piano by Jelly Roll Morton 


LIZZIE MILES 
| hate a man like you, Don’t tell me 
nothin’ "bout my man. 
BILLIE YOUNG 
When they get lovin’, they’s gone, 
You done played out blues. 
7EG8178 
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“Kitty Years of Great Operatic Singing” 


VOLUME g'900-1g910 
Francesco Tamagno; Mattia Battistini; 
Pol Plancon; Adelina Patti; Marcella 
Sembrich; Dame Nellie Melba; Enrico 
Caruso; Antonio Scotti; Maurice Renaud; 
Emma Calvé; Geraldine Farrar 


CSLP 500 


VOLUME EE9to-t920 
Lucy Isabelle Marsh; John McCormack; 
Margarete Matzenauer; Pasquale Amato; 
Enrico Caruso; Edmond Clément; 
Geraldine Farrar; Emmy Destinn; Frieda 
Hempel; Claudio Muzio; Frances Alda; 
Titta Ruffo; Leo Slezak 


CSLP 501 


VOLUME ERE1920-1930 


Enrico Caruso; Beniamino Gigli; Marv - 


Garden; Florence Austral; Giovanni 

Martinelli; Rosa Ponselle; Ezio Pinza: 

Theodore Chaliapine; Amelita Galli-Curci; 

Sigrid Onegin; Nina Koshetz; Tito Schipa 
CSLP 502 
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MN OL ALL A i aha eae 


VOLUME FV 1930-1940 
Ezio Pinza; Tiana Lemnitz; Frida Leider; 
Lauritz Melchior; Kirsten  Flagstad; 
Alexander Kipnis; Lily Pons; Elisabeth 
Rethberg; Giovanni Martinelli; Lawrence 
Tibbett; Rose Bampton; Jussi Bjérling; 
Rosa Raisa; Ina Souez 


CSLP 503 


VOLUME = ¥1940-1950 
Dorothy Maynor; Rose Bampton; Helen 
Traubel; Leonard Warren; Maggie Teyte; 
Zinka Milanov; Beniamino Gigli; Cloe 
Elmo; Licia Albanese; Robert Merrill; 
Jussi Bjorling; Eleanor Steber; Risé 
Stevens; Jarmila Novotna; Jan Peerce 


CSLP 504 








A booklet entirely concerned with the items on these 
five L.P. records will be available shortly at extra cost. 
This illustrated publication contains an introductory 
essay together with interesting biographical details 
written by Mr. Harold Rosenthal, editor of ‘Opera’’. 








Also 


HOROWITZ The N.B.C. SYMPHONY ORCHESTRA conducted by 1 OSCANINI 
playing CONCERTO No. 1 in B flat minor —Tchaikousky CSLP 505 
And A VIOLIN RECITAL by FRITZ KREISLER csip 506 
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12” Long Play 3e3'/, r.opsum. Records 


Note: Records in “The Golden Treasury of Immortal Performances” Series are issued for their 
historical and musical interest and are not representative of current recording standards. 


Full details and price obtainable from your H.M.V. record dealer. 
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Wonderful 
S 


CLPI077 
Over there; A lovely way to spend an 
evening; The G.I. jive; Medizy: 
low gently, sweet Afton, Moondreams, 
Don’t be that way, Blue champagne; 
Holiday for strings; Peggy, the pin-up 
girl; Going my way; Medley: I dream 
of Jeanie, I couldn’t sleep a wink last 
night, Alexander’s Ragtime Band, Plue 
rain; I’ve got a heart filled with love; 
Anvil Chorus. 
CLPI078 

There are Yanks; French horn; Song of 
the Volga boatmen; How sweet you are; 
Pearls on velvet; There'll be a hot 
time in the town of Berlin; What do 
you do in the Infantry; Farewell blues; 
Sun valley jump; Medley: In the 
gloaming, For the first time, Stompin’ at 
the Savoy, Deep Purple; Stormy weather. 


“HIS MASTER'S VOICE” |||] 
Sell 


THE GRAMOPHONE COMPANY LTD. 


(RECORD DIVISION) 


CLPIO079 
Mission to Moscow; My ideal; Tuxedo 
junction; In an eighteenth century 
drawing room; I hear you screamin’; 
I’ll be around; Poinciana; _ Flyin’ 
home; Long ago and far away; It must 
be jelly; Medley: Goin’ home, Good- 
night, wherever you are, I can’t give 
you anything but love, Wang wang 
blues; Here we go again. 

CLP1080 
Jeep jockey jump; Blues in my heart; 
Juke box Saturday night; People will 
say we're in love; St. Louis blues 
march; Time alone will tell; Victory 
polka; Air Corps song; Suddenly it’s 
spring; I love you; Medley: Long, 
long ago, The music stopped, The 
dipsey doodle, Wabash Blues; Every- 
body loves my baby. 


GREAT CASTLE STREET 


CLPIO8I 

Enlisted men’s mess; Absent minded; 
My blue heaven; I got sixpence; Begin 
the Beguine; Blue is the night; In the 
mood; Oh, what a beautiful morning; 
Tail-end Charlie; Speak low; Medley: 
Londonderry air, Shoo-shoo baby, The 
way you look tonight, Blue Danube; 
Pistol packin’ mamma. 


1 he records feature Mel Powell (piano); 

ay McKinley (drums); Peanuts Hucko 

clarinet); The Crew Chiefs (vocalists) 
and other fine soloists. 


Inclusive price £8. 9. 94, including tax. 
These five records will be supplied in a 
specially designed Presentation Box (at no 
extra charge). Records cannot be purchased 
separately. 

L.P. Record Library Series No. 637. 
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the fresh contexts and perspective of the 
whole do enhance the effect of the already 
familiar symphonic fragments. 

Not that the complete ballet is new to the 
gramophone repertory ; but it is, I think, 
more convincingly done now than ever 
previously. Ansermet’s was a fine perform- 


ance, and the Decca recording of his- 


climaxes is rich in effect; but the extra 
clarity of the new H.M.V. recording is 
substantial, and improves the effect of many 
of the quieter passages. Inghelbrecht alone 
chooses, or is enabled to choose, a good 
turnover point ; but in other respects his 
performance is not quite the equal of 
Ansermet’s or Munch’s. Both these are 
very good indeed ; but the playing of the 
Boston orchestra, the singing of their 
chorus, and H.M.V.’s American associates’ 
recording do combine to indicate the new 
disc fairly clearly as first choice for a new 
purchaser. M.M. 


RAVEL. Bolero. La Valse. Phila- 
delphia Orchestra conducted by 
Eugene Ormandy. Philips SBR6201 
(10 in., 24s. od.). 

Here are two very good performances, 
both well recorded, and I have no adverse 
criticism whatever of this disc if you want 
just these two works together and no others. 
It will be noticed that the record is issued 
at a bargain price and it is, in fact, one of a 
series which Philips are putting out to help 
those who cannot afford to put down more 
than a small sum at a time. 

Personally I would say that the disc is 
useful for quite a different reason. It is not, 
in fact, so much of a bargain. La Valse is 
short for a whole 10-inch side (about 11 
minutes). Apart from that, though many of 
us don’t want to fork out a large sum of 
money at a time, we can always wait and 
save a bit: and when you look through the 
catalogue and see what else you can buy 
with either of these works on a 12-inch, you 
begin to doubt the bargain. 

Where this disc is to be welcomed is that 
it does avoid those collections of short pieces, 
four or five of them on a disc, which so limit 
your freedom of choice and of which we 
have so often complained in these pages. 
That is why I would give it a special 
welcome, especially as it is so well done all 
round. ‘als 


SAINT-SAENS. Concerto No. 
A minor, Op. 
TCHAIKOVSKY. 


33- 
Variations on a 
Rococo Theme, Op. 33. 
FAURE. Elégie, Op. 24. Paul Tortelier 
(cello), Philharmonia Orchestra 


conducted by Herbert Menges. 
H.M.V. ALP1336 (12 in., 39s. 74d.). 


Concerto No.1: 
Nelsova, L.P.O, Boult (4/54) LX T2906 
Variations on a Rococo Theme : 
Gendron, Suisse, Ansermet (3/54) LXT2895 


This is a most successful record. The 
Tchaikovsky makes of the ’cellist technical 
demands out of the ordinary, and persuades 
us readily of what we have lost in having no 
full-scale Tchaikovsky ’cello concerto (just 
as the Dvorak so often persuades us of what 
we have lost in having no full-scale Brahms 
‘cello. concerto). Here Tchaikovsky’s 
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demands are fulfilled quite wonderfully ; 
Tortelier is master of every situation, 
spanning a compass of just on five octaves 
with apparent consummate ease. The 
orchestral playing, too, is both most 
beautiful in itself, and also most beautifully 
integrated with the solo. 


The Saint-Saéns concerto is rather less 
of a showpiece ; and indeed perhaps it was 
the composer’s own technical skill that led 
him to soft-pedal on fireworks for the solo 
’cello, for that instrument only seldom 
sounds at its best during their display. 
Instead Saint-Saéns concentrated on 
elegance, and on audibility; and both 
virtues contribute substantially to his 
successful piece. Again Tortelier, Menges, 
and the Philharmonia give a fine perform- 
ance ; but if it is in any way behind that of 
the Tchaikovsky it may be so in trying to 
give the concerto more of a_ virtuoso 
character than Saint-Saéns intended. Of 
skill there is nothing whatever lacking, but 
some of the leisurely poetry of the work is 
rather hurried over. 

The Fauré forms a most acceptable fill-up, 
and all three works are recorded extremely 
well ; there is a great deal both of brilliance 
and of clarity, and the balance between solo 
and orchestra is most skilfully and success- 
fully handled. 


This all adds up to a highly desirable 
record, and as in the case of both concertos 
the alternative versions, too, are very good 
any distinctions to be drawn will 
necessarily only be fine ones. Maurice 
Gendron gives very nearly as oustanding a 
performance of the Tchaikovsky as Tor- 
telier’s, and he, too, is well recorded. On 
the reverse of his Decca record he gives a 
very good performance of the Schumann 
Concerto. Zara Nelsova’s Decca of the 
Saint-Saéns concerto is marginally less well 
recorded than the new H.M.V., but I think 
she gives a rather more poetic performance 
of the work than Tortelier. On the reverse 
of her disc she gives the Lalo Concerto. 
None of the three records concerned, how- 
ever, is really likely to occasion a buyer 
any disappointment whatever. M.M. 


SAINT-SAENS. Symphony No. 3 in 
CG minor, Op. 78. George Crook 
(organ), Joseph Kahn (piano), 

-B.C. Symphony Orchestra con- 
ducted by Arturo Toscanini. H.M.V. 
ALP1296 (12 in., 39s. 74d.). Recording 
of broadcast performance, November 
15th, 1952. 

New York S.O., Munch 
Hague P.O., Otterloo 6021 
Durufle, C.-E. Orch., Bour (4/56) DTL93072 
Whatever the faults of this record, it’s 
the one for me. And there are faults, in 
performance as well as recording. The 
opening string pp is disturbed by a slight 
variation of sound and there is a faint voice 
to be heard: for all that, here is a real pp. 

There was evidently a studio audience for 

this broadcast but its coughs are mercifully 

discreet. The timpanist anticipates one 
climax with a full-sized roll a whole bar too 
soon (how he must have cursed himself !) 
but I find I don’t mind much about any of 
that either. For here is quite evidently a 


(1/54) 383CX1116 
7/55) NBR 
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great conductor at work. I thought Munch 
and Otterloo did very well in their records 
of this symphony—and indeed they do— 
but comparison shows them to be good 
conductors faced now by a very great one. 
(Bour, in my opinion, does not enter the 
discussion). 

I must honestly say that the recording 
has the almost expected defect of shrill 
violins when they play high and loudly: 
but the general standard of sound is better 
than in some other similar recordings. All 
the rival versions of this symphony sound 
better. I still don’t mind. 

But who would have expected Toscanini 
to come out with Saint-Saéns third ? He 
does it, moreover, as though it has been his 
favourite work all his life. How entrancingly 
the more melodic bits of the first movement 
are played: and, as you would expect, 
what verve the rest has, especially with this 
virtuoso orchestra. The presto section of the 
Scherzo might have gained from control 
that was a bit less excited and one feels this 
even more in the Finale, where the com- 
poser’s repeated sans presser seems to have 
been forgotten in the general excitement. 

The pianist adds a neat contribution, 
though his part merits star billing no more 
than any other member of the orchestra 
(and anyway there are two of them in the 
Finale). The organist is different, for a great 
deal depends on his judgment. Here he 
begins well but is far too loud in the slow 
movement, especially at the very end. 

What a pity the last movement of this 
work isn’t up to the rest, which is really 
so very good. As for the slow movement 
melody I have loved it secretly for years, 
but shall come out into the open now that 
I find that Toscanini quite evidently loves 
it equally ! 

For all my enthusiasm I have tried to 
indicate this record’s drawbacks, and I 
must in fairness say clearly that Otterloo’s 
performance is a good one, it is far better 
recorded, and it is by a long way the 
cheapest of the lot—a very good Philips 
bargain. Yet... T.H. 


SHOSTAKOVITCH. Symphony No. ro 
in E minor, Op. 93. Czech Phil- 
harmonic Orchestra conducted by 
Karel Ancerl. D.G.G. DGM18300 
(12 in., 39s. 74d.). 

N.Y. P.O, Mitropoulos (7/55) ABL3052 
Philharmonia, Kurtz (2/56) (H) ALP1322 


This record is distinguished primarily by 
the most superlative orchestral playing. 
There is a neatness and point to the string 
and wind playing alike that is only seldom 
heard, even on record; though tonally 
there is not quite such outstanding excel- 
lence, anyway to British ears. There has 
always been a tendency in Czech orchestras 
to prefer a smoother, fuller brass tone, and 
to some less extent a woodwind tone, than 
we do; this helps to unify the sound of a 
tutti, but also it diminishes the range of 
colour available orchestrally. The unifying 
process is now extended by the adoption of a 
vibrato by all the wind ; a vibrato used on 
this record with discretion by the woodwind 
and horns, who modify its width according 
to the context of the music, but with rather 
less discretion by the trumpets. Thus some 

E 
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brilliance of tone is certainly lost, some 
beauty perhaps gained—and in any event 
the individual playing is so skilled that 
many solo moments stand out forcibly in 
the memory. The duet for two piccolos 
at the end of the first movement was surely 
meant to sound exactly like this; and I 
cannot recall ever hearing a soft gong stroke 
of such electrifying effect—though in this 
case the player would no doubt wish to 
share his bow with the maker of the 
instrument (a wizened silver-beater from 
the bazaars of Smyrna, or Isfahan, or 
Pekin, one would like to think ; but more 
probably a factory-worker in Birmingham 
or Prague). 

The orchestral excellences are moulded 
by Karel Ancerl into a fine reading of the 
symphony, though one which seems almost 
to apologise for the length of Shostakovitch’s 
first movement. For the adoption of a 
rather faster tempo than usual for this 
opening movement might seem on the face 
of it to ease matters if they should seem 
long-winded, but does not in the event 
certainly do so. By robbing the music of 
some small degree of its intensity the length 
seems less appropriate than normally, and 
we are in some danger of feeling that the 
matter is unequal to the scale of its presenta- 
tion ; a feeling that the third, rather than 
the first movement of the symphony may 
engender in any case. (It is a problem 
familiar from Mahler, one of Shostakovitch’s 
spiritual ancestors ; it is not the half-hour 
adagio of heartfelt beauty that seems long, 
but the quarter-hour semi-scherzo of half- 
hearted amiability.) Some fractional lack 
of driving effect in the second and fourth 
movements of the Shostakovitch is, I 
think, attributable primarily to the woolliness 
of the brass tone. It is certainly not 
attributable to any shortcomings in the 
quality of the playing, which is throughout 
entirely miraculous. 

D.G.G. have something of the Czech 
Philharmonic quality to their recording, 
here and elsewhere ; it is beautifully toned, 
and it is beautifully clear—but if there is a 
defect it is in some slight lack of brilliance. 
Seeking this extra brilliance, I would turn 
to the H.M.V. of Efrem Kurtz and the 
Philharmonia, an outstanding record from 
every point of view. Without that competi- 
tion, I would no doubt be writing also 
about this new D.G.G. record in exactly 
those terms; it most certainly deserves 


them. 

SMETANA. Ma Vilast. Chicago 
Symphony Orchestra conducted 
by Rafael Kubelik. Mercury 


MRL2504-5 (two 12 in., 79s. 3d.). 

The collection of six tone poems, My 
Fatherland, by Smetana, is one of those 
things that people often say should be done 
more often: but really, are they all that 
good ? And isn’t the public perfectly right 
in choosing the ever-popular Vitava as the 
one it enjoys hearing ? Sarka is perhaps 


neglected and might be brought into the 
concert repertory. But the others seem to 
me to have been written at a very variable 
level of inspiration. How well Tabor starts, 
for instance—most imaginatively—but how 
and much of the allegro 


soon it gets dull: 
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stuff in these pieces only just gets by because 
of its energy. If you don’t agree, write and 
protest! But please be honest and do so 
only after you have listened again carefully 
right through the whole work. 

And you can now do so, for Kubelik does 
his best and the orchestra plays well. 
(There is a complete Supraphon recording 
as well, by the way, but it is not at present 
available in this country). Unfortunately 
the recording is less satisfactory. It tends 
to shrillness, as American recordings so 
often seem to do, and it is not as clear as it 
should be. Balance, especially of the per- 
cussion, is extremely unreliable. Just after 
the start of Tabor, for instance, timpani 
should come in with a mf accent and a 
diminuendo through the pp of the rest of the 
orchestra—completely missing. Cymbals 
often sound as if they are fired from a gun: 
but at a moment of real climax (in Bohemia’s 
Woods and Fields, for instance) they are not 
to be heard. As for the triangle, it might as 
well not be there and many passages greatly 
lack its touch of colour. 

A pity, when conductor and orchestra 
seem to have taken so much trouble. Yet 
Kubelik presumably heard and passed these 
discs. Do things really sound so different 
on American apparatus ? T.H. 


STRAVINSKY. “The Firebird ”— 
Suite from the Ballet. The Rite of 
Spring—Ballet. Philadelphia 
Orchestra conducted by Eugene 

-Ormandy. Philips NBL5032 (12 in., 
33s. 114d.). 
The Firebird : 
Suisse, Ansermet 
(6/51) LX3045 or (on LXT2916 
N.Y. S.O., Stravinsky 53) 33C1010 
Minneapolis S.0., Dorati G50004 


5 
Suisse, Ansermet (Cpte. Ballet) (1/56) LXT5115 
The Rite of Spring : 


Suisse, Ansermet (4/51) LXT2563 
Philharmonia, Markevitch ays (H)CLP1003 
N.Y. S.O., Stravinsky 12/53) 383CX1083 


Pittsburgh S.O., Steinberg (10/54) CTL7061 
Minneapolis S.O., Dorati (3/55) MRL2006 
Berlin R.I.A.S., Fricsay (4/56) DGM18189 


On the face of it, this record is a bargain ; 
for the first time it gets the whole of The Rite 
of Spring on to one side—all other versions 
occupy two full sides. But alas, I am not 
much taken with its sound and I think the 
performance deplorable. 

The recording is all right when the music 
is quiet but the moment the orchestra at 
large gets going the sound lacks essential 
clarity and at times it is really difficult to 
hear what is going on. Even when I strain 
my ears to sort things out I frequently find 
most important things missing or scarcely 
to be heard and it seems that, general sound 
apart, even the balance is not good. One 
wonders if whoever supervised this recording 
was competent to deal with so complex a 
score. 

As to the performance itself, Ormandy 
gives the music little of its powerful 
primitive rhythm and the result is a most 
characterless business. If this slick rushing 
through of the score (with no clear break 
between its two parts) is caused by the 
decision to get the work on to one side, then 
one can only deplore it. 

But I doubt if it is, for the Firebird Suite, 
usually a one-sider, suffers in the same way. 
The Variation de l’oiseau de feu is one instance. 


The speed is a great deal faster than the 
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composer indicates, faster also than the 
composer takes in his own recording, and 
the result is that the character of the 
rhythmic string part of the score is com- 
pletely gone. Kastchei’s Dance is poor 
rhythmically. And what is that tubular 
bell (apparently) doing, added to the 
violent chords that punctuate the opening 
of this dance ? Worse, though thedchords 
are marked with the shortest staccato, the 
bell is allowed to sound on. 

To return to the recording, in the Finale 
the third chord after Figure 14 of the score 
suffers a very nasty change in sound from 
the rest. I can only hope that my copy was 
an unlucky one. 

I am afraid this record cannot be at all 
recommended. Of other versions of The 
Rite, Ansermet’s is authentic and still sounds 
very well. Stravinsky’s own won’t do if 
you must have the best quality sound but 
it has something in its interpretation that 
none of the others has. Fricsay does it 
extremely well and, as Peter Heyworth 
remarked in his recent Record Retrospect, 
the sound is stunning: whether it is quite 
the right sort of sound for this work is some- 
thing I questioned in my review (April, 
1956), but it will probably be your choice. 

As to the Firebird, my advice is to blue a 
bit more money and buy Ansermet’s. 
performance of the complete ballet, not 
just the Suite, for it is well worth it in every 
possible way. T.H. 


TCHAIKOVSKY. Capriccio Italien, 
Op. 45- 1812 Overture. Minne- 
apolis Symphony Orchestra con- 
ducted by Antal Dorati. Mercury 
MRL2514 (12 in., 39s. 74d.). 
Capriccio Italien : 

Belgian R. O., Andre (2/53) LGM65005 
Paris Conservatoire, “Schuricht eps) LXT2761 
C.B.S. S.0., Beecham 
Philharmonia, Galliera 


Concertgebouw, Kempen 
L.S.O., Scherchen 


Vienna P.M., Perlea (6/55) PL8700 

L.S.O., Collins (6/56) LX T5186 
1812 Overture : 

L.P.O., Boult (8/52) LX T2696 

L.S.O., ” Scherchen (7/54) NLP909 


Concertgebouw, Kem 
Philharmonia, Malko 


(8/54) ABR4003 
(4/55) (H)DLP1069 
Vienna P.M., "Perlea (6/55) PL8700 
I swore gently ; it was an unlabelled 
pressing, with three bands for supposedly 
two pieces. The third band will be some- 
thing unrecognisable by Kabalevsky or 
Miaskovsky, I thought; one of those 
unidentified secrets they sometimes put in 
to see if we really do listen to the records or 
not. So I tried the bands, experimentally : 
No. 1, the Capriccio all right ; No. 2, 1872 ; 
No. 3, and I promptly threw myself flat on 
my face. Reassurance came quickly, how- 
ever, with the voice of one of our undoubted 
allies: ‘* The sounds you have just heard ”’, it 
said, ‘‘ are those of a muzzle-loading bronze 
cannon manufactured in Strasbourg (France) in 
1761”. In London (England) we don’t 
often bargain for such shocks in 1956, I 
reflected as I picked myself up, suffering 
only from minor injuries ; but meanwhile 
the voice was launched into an entertaining 
description of the recording of the muzzle- 
loading monster at West Point, the record- 
ing of the bells at Yale University, and the 
dubbing of both into the Minneapolis 
Symphony Orchestra’s performance of 
Tchaikovsky’s 1812. 
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that from a Speaker Unit costing only £5.17.6d. you could get the superb sound 


that emerges from the NORDYK SPEAKER ENCLOSURE (1). In fact 
we ourselves weren’t hoping for very much, until we asked Musicraft 

of Southall to experiment with our cabinet. In the most ingenious way they 
devised a simplified Horn Enclosure, whereby the middle and treble 

notes issue chiefly from the front of the speaker, while a remarkably 

rich bass response is evoked by sending the sound from the back 

of the speaker over the barrier and out an effluent on the far side. 
Recommended for 8 in. and 10 in. speakers—and especially for the new 
Goodman’s 8 in. ‘‘ Axiette.’’ 

The NORDYK GRAM UNIT (2) is already earning the gratitude of Hi-Fi 
people everywhere. Equipped with a motor board adjustable at two levels 
for auto and non-auto motors, (or a tape deck), with room beneath for 

an amplifier (and perhaps a radio tuner also) it meets a crying need. 

We are being asked how such a fine piece of cabinet work can be produced 
to sell at £5.19.6d., but we want to know why Hi-Fi Furniture should 

be so absurdly expensive ? 

Together with the NORDYK RECORD UNIT (3) holding 150 records 
and costing £4.17.6d. you have a complete Hi-Fi 

housing that not only looks good but, even more important, 

still leaves room for expansion. 

Each unit measures (internally) 19 in. wide by 
13 in. high by 13 in. deep. And each unit can be 
converted in a few minutes into a Cabinet 
merely with the aid of a screw- 
driver and a set of Wooden Legs 
(32/6) or Metal Hairpin Legs (24/-). 
Write now for illustrations 


and address of nearest stockist. 


Beene, 
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to Get 


High Fidelity 


MORE AND MORE PEOPLE seek high fidelity reproduction. A  ) All records FACTORY FRESH 
question they face is how best to select the appropriate components 
that together make up a satisfactory system. The variety of pickups, 
amplifiers, radio units, speakers, etc. is so wide that an error in choice 
of one or more items is very easily made without expert advice. That 
is where Quality Mart can help you better than most dealers. Our 
equipment sales manager is an engineer whose 25 years’ experience has 
included service with leading manufacturers and B.B.C. sound broad- 
casting. Our customers can therefore have confidence that expert care 
ensures that we sell only first class equipment, and equally important, 
that advice on its choice is fully reliable. 


Some outstanding new items introduced at the London Audio Fair and 
the Radio Show are featured on this page and can be seen and heard 
at our showrooms amongst a wide range of equipment. We shall be 
happy to discuss any question of equipment choice that you wish to put, 
either at our showrooms or through the post. 

















suit are also available. 


Trebax .. _ -. £5.93 Midax . 


Axiom 150 .. £10.15.9 Axiom 60 .. £9.2.9 
A.R.U. (for Axiom & Audiom 12 in. units) 55/3 


GOODMANS AR.U. 


NEW SPEAKER UNITS 


AXIOM and AUDIOM units give fine performance with 
smoother, fuller bass register with the use of the Acoustic 
Resistance Unit, here pictured. New speaker unitsare the 
AXIETTE—a wide range 8 in. unit for moderate power and 
cabinet size. TREBAX—a high frequency horn unit and 
MIDAX—a middle frequency horn unit ; cross-over units to 





Axiette .. £6.18.6 


£11.16.0 
















ROGER=»> 


The new Senior Control Unit may be used in 
place of the Junior Control Unit to give wider 
control facilities and application extending to 
pickups of lower sensitivity such as variable reluc- 
tance types. £14 
New F.M. Radio Unit of advanced design 
incorporates Foster-Seeley Circuit and automatic 


tuning correction. £24.17 
Rogers-Jason F.M. Unit also matches Rogers 
Amplifiers £17.6.6 


Ww. B. New Stentorian Speakers are the two 

8 in. high-flux models : HF816 wide- 
range unit with cambric cone and universal matching 
and T816 8 in. unit for treble and middle coverage 
in dual speaker combinations with 1,500 c.p.s. 
crossover. A new addition to the popular W.B. 
cabinet range is a larger Hi-Fi Reproducer Console. 


HF816 .. £6.17.0 T816 .. £6.10.0 
CX1500 .. £1.18.3 
Senior Hi-Fi Reproducer Console .. £16.16.0 











RCA introduce a new Variable Reluct- 
ance Pickup which gives wide response and 
higher output than usual with this type of 
pickup. Available in various models from 
£12.18.1 with either dual-stylus or 
alternative single stylus. 
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Q.M. RECORD SERVICE 


We have gained through long experience a pre- 
eminent position amongst mail order record 
suppliers. 


How important it is to get records free from blemishes 
that occur where others have tried them over. 


> All LPs & 45s in GARDISK full size 
Polythene bags. 


Prompt mailing of any record in 
> current supply. 


All LPs & 45s POST FREE in U.K. 
4 except single 45s. 


EXPORT ORDERS Tax Free at about 
» 4/5ths home prices. 





TRANSCRIPTION MOTORS 


GARRARD 301 An outstanding model with variable 
speed adjustment ais - - .. £26.8.3 
WOOLLETT, Mk. I .. - ‘a .. £21.0.0 
COLLARO 2010 A very popular unit of high per- 
formance. With Studio Transcription Pickup £19.10.0. 
With Studio P Pickup, £19.3.0. Without Pickup, £14.18.0 








PAMPHONIC FM RADIO UNIT 


This compact efficient unit 
incorporates a high sensit- 
ivity circuit and magic eye 
tuning indicator. It is 
remarkably good value at 
£17.9.0. 








THE DUST BUG 


Essential to play records free the pickup. For all turntables 
from dust. The nylon brush —but with auto-changers only 
frees grooves from dust whilst : ; 

playing. This brush has its own with single records, not a 
easily fitted arm—not secured to sequence. 25/- post free. 





RECORD STORAGE 
New Shelf Storage Cases for LP’s. Stout board, covered 
leather cloth, for 25 records. 12in. 16/10, 10in. 15/6 
(post 1/6). 
We also stock the NORDYK Unit Cabinets for Record 
Storage, Gram. units and Speaker Enclosure. 
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Our Showroom is open for d 










Tuesday to Saturday 9.30-6. 


Only 20 minutes from Charing Cross by 
Northern underground or bus 27, 134; 
137 to Tufnell Park Station. 


owes wuroew ee 


Friday 1.30-9. 





Quality Mart 
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So I played through 7872 ; and certainly 
bells and cannon do make a gloriously 
effective finale. The dubbing is highly 
successful—the cannon fires, or appears to 
fire, its part as accurately as a bass-drummer 
normally plays it; a drum, however, 
usually produces only comparatively tepid 
results. Indeed, the percussion and “effects” 
are here extremely effective throughout, 
partly because they are very well done, and 
partly because they are given high promin- 
ence in the recording balance. The quality 
of the recording is brilliant enough, too, 
for this to come off ; in fact, the disc might 
even reach the demonstration record class, 
were it not for a hardness of the string tone. 
This hardness to some extent exists in the 
performance, too, but 18r2 is only a small 
sufferer from it ; it is in the Capriccio Italien 
that room might have been found for more 
humanity. Even so, Dorati brings to both 
pieces a fire and impetus that are wholly 
welcome. 

Consideration of alternative versions of 
1812 resolves itself largely into a considera- 
tion of alternative gimmicks to bells and 
cannon. Fricsay has the most stunning up 
his sleeve: his D.G.G. opens with a male 
voice chorus beside which Tchaikovsky’s 
solo violas and ’cellos sound like a poor 
arrangement. Fricsay goes on to give a very 
good and superbly recorded performance, 
too ; but reintroduces his chorus only half- 
heartedly at the end—Tchaikovsky, I think, 
would have given them an altogether more 
ambitious choral part, if he had expected 
them to be there at all. Scherchen is 
ambitious in the finale; he exploits, in 
addition to the L.S.O., the musical (not, 
unfortunately, the ballistic) resources of the 
Irish Guards. And Malko and the Philhar- 
monia just give a rattling good performance, 
lacking only some extra resource to enliven 
the finale. Backings are Fricsay, the Flying 
Dutchman overture ; Scherchen, Romeo and 
Juliet and the Marche Slave ; and Malko the 
Oberon and Zampa overtures. 

The Capriccio Italien has many excellent 
alternatives, too; here choice cannot 
reasonably be dissociated from backings. 
These are for Scherchen, the Capriccio 
Espagnol ; for Collins, Francesca da Rimini ; 
and for Galliera and the Philharmonia, still 
my own first choice as far as the Capriccio 
Italien is concerned, Liszt’s Les Préludes. But 
the new record, too, is I think capable of 
giving much satisfaction even after the 
novelty of the incidental effects has worn off. 

M.M. 


TCHAIKOVSKY. “The Sleeping 
Princess ”, Op. 66—Ballet. Royal 
Opera House Orchestra, Covent 
Garden, conducted by Robert Irving. 
H.M.V. CLP1073-4 (two 12 in, 
67s. 11d.). 

Par. Cons., Fistoulari (2/53) LXT2762-3 


A first-rate performance of this marvellous 
ballet score. Irving and the Covent Garden 
Orchestra must have played it pretty often 
but they have come fresh to this recording 
and the playing is in general excellent. No 
doubt ballet fans will want every bar on all 
four sides: and the rest of us can hardly 
fail to enjoy perhaps shorter sessions, for in 
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this score there seems to be no end to 
Tchaikovsky’s delightful invention. 

I hope nobody will expect a detailed 
comparison with Fistoulari’s earlier complete 
version. ‘That is enjoyable too. But the 
matter is settled by the superior quality of 
the recording in the new issue. It is what 
Ethel Monticue, in one of my favourite 
novels, would have called ‘‘ sumpshous ”’, 
and that is just what one wants for a score 
of this sort. 

Altogether, irresistible music most excel- 
lently played and recorded. T.H 


VAUGHAN WILLIAMS. Symphony 
No. 8 in D minor. Hallé Orchestra 
conducted by Sir John Barbirolli. 
Pye-Nixa NCT 17000 (10 in., 29s. 64d.). 


The series of Vaughan Williams’s sym- 
phonies creeps inexorably onward. ‘The 
Eighth was given its first performance by 
Sir John Barbirolli, to whom it is dedicated, 
and the Hallé at Manchester last May ; 
and Pye-Nixa took this opportunity of being 
first in the field with a recording. To 
emphasise the historical nature of the 
occasion Pye-Nixa have decorated their 
sleeve most agreeably with signatures of the 
orchestral players concerned, taken from the 
autographed title-page of the original 
manuscript score; and they have repro- 
duced, too, Vaughan Williams’s own 
programme note on the work, complete with 
a plenitude of music-type examples. This 
note discloses no less than does the music 
itself the agile cast of the composer’s ever- 
young mind: soothing listeners wedded to 
classical sonata-form, seeking a precedent 
in Brahms for other mildly unusual formal 
procedures, and—most characteristic of 
all—clearly enjoying himself immensely 
playing with some new toys in the per- 
cussion department—*“‘ all the "phones and 
*spiels known to the composer’. 

These *phones and ’spiels do to some 
limited extent circumscribe the work itself, 
for to enjoy the first movement, a Fantasia 
subtitled Variazioni senza tema, it is necessary 
to accept the vibraphone as a normal 
symphonic sound. This should be easy 
enough for a generation that has learned to 
laugh at Gounod’s objections to César 
Franck’s symphonic use of the cor anglais. 
But it might be found less easy, I think, to 
discover the cast of the music of the finale, 
a Toccata ; for this is almost wholly overlaid, 
to the ear, with the combined efforts of the 
exotic percussion section, exploited col- 
lectively rather than individually. And 
even between the outside movements 
Vaughan Williams’s mind is as exploratory 
as ever, scoring the Scherzo (not a par- 
ticularly vivacious one) for wind alone, and 
the Cavatina (a remarkably beautiful one) 
for strings alone. 

In total, though, it is difficult to see this 
Eighth Symphony as the crown of Vaughan 
Williams’s symphonic output ; and in any 
event we may sincerely hope that it is not 
even intended to be any such thing—there 
have been comparatively unexacting Eighth 
Symphonies before. What is quite certain 
is that on this record it is presented in a 
wholly favourable light by a most effective 
performance on the part of the Hallé; 
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whether it is beautiful string-playing, 
incisive wind-playing, or glamorous 
vibraphone-playing that is required at the 
moment it is always there to hand. And the 
Pye-Nixa recording is first-class, too; 
extremely clean, the only possible difficulty 
it might offer in reproduction would be the 
string tone—for richness in this department 
it is necessary to boost the middle in 
reproduction rather more than usual. No 
boosting is necessary to hear the one fault: 
the ’cellos’ announcement of the Cavatina 1s 
accompanied by a series of groans for all 
the world as though they were being led by 
Casals for the occasion. Not all of us enjoy 
this phenomenon when it emanates from 
Prades ; and I am sure it was not one of 
the exotic tone-colours Vaughan Williams 
intended to extract from Manchester. 

But the major virtues are all here, and in 
plenty ; this is a very fine, a very welcome, 
and a very timely issue. 


CHAMBER MUSIC 


BACH. Double Concerto in D minor. 
Elisabeth Gilels (violin), Leonid 
Kogan (violin), Philharmonia 
String Orchestra. Sarabande in 
B minor from Sonata No. 2. Leonid 
Kogan (violin). Concerto in E 
major. Leonid Kogan (violin), 
Philharmonia String Orchestra 
conducted by Otto Ackermann. 
Columbia 33CX1373 (12 in., 39s. 74d.). 


Double Concerto in D minor : 
Menuhin, de Vito, Philharmonia, Bernard 
(10/54) (H) BLP1046 
Barchet, Beh, Vienna Pro Musica, Davisso 


n 
(3/56) PL9150 
Concerto in E major : 
Goldberg, Philharmonia, Susskind 
(11/53) PMA1007 
Heifetz, Los A. P.O., Wallenstein 
(6/55) (H)BLP1070 
Barchet, Vienna Pro Musica, Davisson 


(3/56) PL9150 

Varga, Berlin P.O., Lehmann 
(5/56) APM14050 
Grumiaux, Guller Chbr. (6/56) NBR6032 


The two violinists in the Bach Double 
Concerto seem to me to have unusually 
beautiful tone and I much enjoyed their 
playing. No doubt part of this bouquet 
should be shared with the recording 
engineers who have done a good job, 
except for falling into the usual temptation 
of slightly over-emphasising the soloists. In 
the passage in the finale where they have 
double-stopped chords, the shreds of tune 
tossed about by the string band are in- 
audible. But the main fault with this disc 
is the absence of harpsichord continuo. If, 
as seems likely, the Philharmonia String 
Orchestra records in London, surely a 
harpsichord could have been rustled up 
somehow. In both the main works on this 
record there are passages that sound 
stupidly empty without one. 

In the first episode of the E major concerto 
rondo finale (scored by Bach for solo violin 
and continuo only) discreet string chords 
have been added— indeed they are printed 
in at least one of the standard editions, and 
I was fascinated to notice that in the 
Grumiaux recording, which has got a 
harpsichord, these spurious string chords 
were still being played. And I hope I am 
not being too pedantic in suggesting ‘that 
it is about time violinists started to insert a 








128 


short cadenza at bar 22 of the slow move- 
ment of the E major. I have never heard 
anyone do this yet, but Bach clearly expected 
it and the music seems to me senseless 
without. Leonid Kogan plays this move- 
ment most beautifully and altogether gives 
an excellent account of the whole concerto. 
I find the Grumiaux disc too resonant, 
Heifetz too brilliant, while Varga, appar- 
ently attempting eighteenth century bowing, 
manages to make the music sound a little 
dull. In the Double Concerto Gilels and 
Kogan are too fast in the slow movement, 
robbing this wonderful music of its celestial 
quality, but elsewhere play beautifully. 
What we want now is playing of this 
quality with a better balance and a harp- 
sichord continuo. None of the recordings of 
this popular work is really worthy of it. 


Leonid Kogan’s playing of the unaccom- 
panied B minor Sarabande makes me wish 
to hear a whole Bach sonata from him. 

R.F. 


BACH. Suite No. 2 in B minor. Suite 
No. 4 in D major. Karl Reznicek 
(flute), Vienna State Opera 
Orchestra conducted by Felix 


Prohaska. Vanguard PVL7006 
(12 in., 39s. 74d.). 
Suite No. 2: 


Munich P.A., Redel (6/56) DTL93073 
Philharmonia, Klempe (4/55) 33CX1239 
Wummer, Prades Orch., Casals (1/54) Woe 
S.C.O., Munchinger 6/51) LX3043 
Musikkreis, Scheck (10/55) APM14033 


Suite No. 4: 
Munich P.A., Redel (6/56) DTL93074 


Philharmonia, Klemperer (4/55) 33CX1240 
Before even getting the record on to the 
turntable, I was pulled up short by a state- 
ment on the sleeve (I was pulled up, too, by 
another about the second Bourrée in the 
B minor Suite—‘‘ In a happy spirit, the 
upper melody is a burlesque working-out 
of a four-note ostinato in the bas; ””—but 
finally let it go as an example of sleeve-note 
writer’s guff). In Suite 4, we are told, the 
Ouverture is played according to the con- 
ventions of the period, with double dots, 
notes inégales and everything: this experi- 
ment “has, to our knowledge, not been 
attempted in modern times”. Oh weep, 
all ye Third Programme experts, ye D.G.G. 
scholars, ye musicians in England, Germany 
and America! This is all the impression 
your efforts have made. 


But only this one movement is so treated : 
for the rest of the two Suites we are back to 
the old uncomprehending nineteenth- 
century style, and at the end of Suite 4a 
conventional reading of the Ouverture is 
added. This makes interesting comparison; 
but viewed as a whole, the philosophy 
behind this disc is difficult to comprehend. 
In effect, Prohaska is saying, “‘ We know 
this is the way Bach should be played, but 
it’s far too much trouble to alter all the 
parts, and anyhow many people couldn’t 
care less about scholarship, so we'll just go 
on playing it exactly as printed, knowing 
that to be wrong”. This strikes me as 
immoral. Consciously to muddle the dotted 
rhythms in the various voices (the fuss in 
bar 202 of Suite 2, to take one example only 
from many), start trills on the wrong note, 
or leave the canon in the B minor Sarabande 
unmatched, is merely perverse. It’s bad 
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enough when we get this kind of thing 
through ignorance. 

This apart, the B minor Suite is un- 
impressive. The flautist is mone _ too 
rhythmic in the first Allegro, and adopts an 
unconvincing slower tempo for the second 
Bourrée; and the Badinerie is an untidy 
scramble, with the basses dropping a bad 
domino in bar 7. The recording, however, 
is nice and clear. We look equally vainly 
for any distinction in the performance of 
the fourth Suite. 

And what about the much-vaunted 
proper presentation of the D major Ouver- 
ture? The players practically dislocate 
themselves getting in these convulsive 
upbeats, Prohaska doesn’t hold the tempo 
steady, the balance between trumpets, 
oboes and strings has not been satisfactorily 
managed, and the oboe playing ranks 
among the poorest I have heard. Even so, 
the imaginative may perceive what inherent 
vitality there is in a French overture read 
with understanding. L.S. 


BARTOK STRING QUARTETS, Vol. 3. 
Quartet No. 5. Quartet No. 6. 
Vegh String Quartet. Columbia 
33CX1285 (12 in., 39s. 74d.). 


Coupled as above : 
Juilliard Qt. (7/56) ABL3093 


Now that both series of Bartok Quartets 
are complete, I hope, in the near future, to 
undertake a comparative review in more 
leisurely conditions than the monthly rush 
of new issues makes possible. The Fifth 
and Sixth Quartets are by far the most 
approachable of the series ; but it is very 
hard to choose between the Juilliard and 
Vegh versions. The same sort of considera- 
tions apply here as in the earlier recordings. 

The Veghs are more brilliantly recorded, 
and play in a more forward sort of way, so 
that such passages as the hammered 
repeated notes of the first subject in No. 5 
are more exciting in their set. On the other 
hand, the performance of Juilliards is 
perhaps more finely conceived ; they phrase 
the mesto theme which opens each move- 
ment of No. 6 and is delivered in a more 
eloquent way ; and in the contrapuntal web 
of the finale they give to each of the four 
parts a more individual character. The 
Veghs score in the Burletta of this Quartet, 
which they play more sardonically than 
their rivals. The Juilliards are perhaps more 
atmospheric in their treatment of the 
“night music’ which marks the second 
and fourth movements of No. 5—though 
here the superior recording of the Columbia 
disc tends to right the balance. A.P. 


ARRIEU. Quintet in C major. 

DAMASE. Seventeen Variations. 

IBERT. Three short pieces : Allegro; 
Andante; Assez lente—Allegro 
scherzando. 

TOMASI. Variations on a Corsican 
theme. French Wind Quintet. 
London L’Ojiseau-Lyre OL50122 
(12 in., 39s. 74d.). 

A most agreeable selection of near- 
contemporary French music for wind 
quintet: flute, oboe, clarinet, horn, and 
bassoon. Most of it, too, exploits the 
medium most effectively: Ibert with his 
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characteristically gay Three Pieces, Jean- 
Michel Damase with his most enterprising 
Variations, and Claude Arrieu with her five- 
movement Quintet, in some ways the most 
sophisticated and elegant music on the disc. 
In comparison Henri ‘Tomasi’s Variations on 
a Corsican theme seem conventional ;_ there 
may be a Corsican flavour to the theme, or 
even to the variations in general, but if so 
it is not at all an obvious one. 

The playing of the French Wind Quintet 
is uniformly good, and uniformly well 
recorded. It is also better balanced than 
has always been the case; for Gilbert 
Coursier’s vibrato adds warmth to his 
already heavy horn tone, and in past 
recordings this has sometimes given his part 
an undue prominence—on this _ record, 
however, all is well. A trifle more of the 
clarinet might possibly have been an 
advantage ; but it may be that the French 
preference for thin clarinet tone—Jacques 
Lancelot typifies it at its best—stems partly 
from a wish to keep the instrument reticent. 
For the flute, oboe, and bassoon playing of 
Jean-Pierre Rampal, Pierre Pierlot, and 
Paul Hongne respectively I have nothing 
but praise; this is indeed a record of 
Contemporary French Wind Music, as it is 
called, at its best. M.M. 


BEETHOVEN. Sonata No. 9 in A 
major, Op. 47, “ Kreutzer’”’. 
David Oistrakh (violin), Lev 
Oborine (piano). Columbia 33C1047 
(10 in., 29s. 64d.). 


Rostal, Osborn (11/52) LXT2732 
Heifetz, Moiseiwitsch (12/53) (H)ALP1093 
Fuchs, Balsam (4 ved pry 


R4007 
6) cXTsies 


Francescatti, Casadesus oie 
Elman, Seiger (3/5 

de Vito, Aprea (2/56) (H)ALP1319 
Schneiderhan, Kempff (3/56) DGM18092 


Oistrakh and Oborine play the Kreutzer 
with determination, to which the first move- 
ment in particular responds very well. 
Indeed the reading as a whole is pleasing, 
but is not shown at all in a good light by 
the recording. This is thinnish, with an 
unconvincing piano tone that tends 
occasionally to a wavering of pitch (par- 
ticularly at the opening of the second side— 
the minore variation). 

In such a strongly competitive field this 
quality of recording makes it impossible to 
recommend the new disc; but it is nct 
possible to be equally decisive about the 
relative merits of the older ones. In the 
ten-inch field Philips have recorded the 
beautiful performance of Francescatti and 
Casadesus quite satisfactorily ; but perhaps 
even marginally better, both as to perform- 
ance and recording, is the twelve-inch 
D.G.G. of Schneiderhan and Kempf. 
Both these versions turn in the middle of 
the slow movement, a proceeding Ilcss 
disastrous here, between variations, than it 
is in any other type of sonata movement. 
Listeners adamant, however, in refusing to 
countenance such a mid-movement break 
are catered for on the H.M.V. of de Vito 
and Aprea; a good recording of a satis- 
factory performance. They might also just 
possibly consider Elman and_ Seiger’s 
Decca—this turns between movements, is 
excellently recorded, and includes also the 
Beethoven Spring Sonata ; but the style of 
the performance is over-romantic. M.M. 
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/ SCENES IV AND V 





ANTIGONAE .. . CHRISTEL GOLTZ 
— CREON ... HERMANN UHDE 
Bhp MESSENGER ... JOSEF GREINDL 
EURYDICE ... HILDE ROSSL-MAJDAN 


WITH MEMBERS OF THE VIENNA SYMPHONY 
ORCHESTRA AND THE VIENNA STATE OPERA CHORUS 
conducted by HEINRICH HOLLREISER 


ABL 3116—38/34. 


From Germany’s greatest contemporary composer comes an astonishing 
score using, in addition to voices, a vast array of percussion instruments. 
This stunning high-fidelity recording will appeal to all connoisseurs of 
opera and to ‘audiophiles’ everywhere. The German and English text, 
with synopsis, is available separately from your dealer, price 1/6d. 





RECORDED UNDER THE PERSONAL SUPERVISION OF THE COMPOSER 

















STRAVINSKY 

THE RITE OF SPRING 

THE FIREBIRD (Suite, 1919) 

EUGENE ORMANDY 

conducting THE PHILADELPHIA 
ORCHESTRA 

NBL 5032 — 33/114d. 

Value for money once again ! 





‘ TCHAIKOVSKY Stravinsky’s famous ballets performed 
SYMPHONY NO. 6 IN B MINOR with dazzling virtuosity by 
America’s specialist orchestra. 
(PATHETIQUE) - ° 


PAUL VAN KEMPEN 

conducting THE CONCERTGEBOUW 
ORCHESTRA (Amsterdam) 

ABL 3127 — 38/3d. 

A special commemorative issue. This fine 
interpretation makes a fitting tribute to the 
memory of a great European conductor. 


HUGO WOLF 

STRING QUARTET IN D MINOR 
ITALIAN SERENADE 

THE NEW MUSIC QUARTET 
Broadus Erle and Mathew 
Raimondi (Violins) 

Walter Trampler (Viola) 

de de Claus Adam (’Cello) 

SEW MUSIC ABL 3109 — 38/3d. 





VIVALDI QUsa es iy The first recording of Hugo Wolf’s 
de only major chamber work — with 
- = pe the delightful Italian Serenade as 


a coupling — introduces a 
with Felix Ayo (Violin) famous American ensemble. 
ABL 3128 — 38/3d. 

Making their first appearance on the 
Philips label, this wonderful Italian 
group have been awarded a Grand 
Prix du Disque 1956 for their 
performance of Vivaldi’s masterpiece. 
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This Favourite Music Series is 
especially commended to those 
collectors who have hitherto been 
prevented by cost alone from 
possessing a first-class library of 
long playing records. For here at an 
economical price is the world’s 
favourite music performed by great 
artists and recorded to the same 
high standard to be found on 
Philips Records. 


Each of these records is available 
in an attractive new style photo- 
graphic sleeve, with concise notes 
on the music and the artists on the 
reverse side. There are many 
important and thrilling releases 
planned for the future. Watch for 
future announcements giving de- 
tails of additions to the series! 
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@ MOZART 

A MOZART MINIATURE 

The Marriage 

of Figaro—Overture 

Violin Concerto in D Major, 

K.218—Rondo 

Rondo in A Major, K.386 

Mass in C Minor, K.427—excerpt 

Don Giovanni excerpts 

Rondo in D Major, K.485 

ARTHUR GRUMIAUX (Violin) 

HANS HENKEMANS (Piano) 

CLARA HASKIL (Piano) 

GRAZIELLA SCIUTTI (Soprano) 

THERESA STICH-RANDALL 
(Soprano) 

GEORGE LONDON (Baritone) 

THE VIENNA 

SYMPHONY ORCHESTRA 

Conductors : 

RUDOLF MORALT and 

BERNHARD PAUMGARTNER 

SBR 6200 


@ RAVEL 

La Valse; Bolero 

THE PHILADELPHIA ORCHESTRA 
Conductor: 

EUGENE ORMANDY 

SBR 6201 


@ MENDELSSOHN 
Symphony No. 4in A 

Major, Op. 90 (‘Italian’) 

THE CONCERTGEBOUW 
ORCHESTRA 

Conductor : 

EDUARD VAN BEINUM 

SBR 6202 

@ VIENNA IN SONG 
Favourite excerpts from 

Count of Luxembourg—Lehar 
Land of Smiles—Lehar 
Paganini—Lehar. 

Die Fledermaus—J. Strauss - 

A Night in Venice—J. Strauss 
The Circus Princess—Kalman 
Vetter ans Dingsda—Kunnecke 
WALTER ANTON DOTZER (Tenor) 
ILONA STEINGRUBER (Soprano) 
The Vienna Symphony Orchestra 
Conductor: 

HEINZ SANDAUER 

SBR 6203 


B@ WALDTEUFEL 
Estudiantina—Waltz, Op. 191 
Espana—Waltz, Op. 236 

Golden Rain—Waltz, Op. 160 

The Skaters—Waltz, Op. 183 

THE PHILADELPHIA ORCHESTRA 
Conductor: 

EUGENE ORMANDY 

SBR 6205 


GREAT ARTISTS 


The GRAMOPHONE 


An introduction to the 
magnificent range of 
Mozart recordings in the 
Philips Mozart Jubilee 
Edition 1956. A souvenir 
for Mozart year. 


A wonderful bargain. 
Two of Ravel’s most 
popular orchestral pieces 
performed with 
sumptuous virtuosity and 
recorded to perfection. 

A must for Hi-Fi fans. 


A standard concert 
favourite in a perform- 
ance of the usual high 
standard that one has 
come to associate with 
van Beinum and his 
world-famous orchestra. 


Eight operetta favourites 
from Vienna sung and 
played in the inimitable 
fashion which has earned 
Vienna the title ‘city of 
song’. Dotzerisa 

singer in the great 
Tauber tradition. 


Some of the world’s 
gayest, most tuneful and 
best-loved light music, 
performed by a major 
symphony orchestra. 
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DISCOGRAPHY 


10” L. P. Records— 24/- each (inc. tax) 


@ GERSHWIN 


Porgy and Bess excerpts: 
Summertime 

A Woman Is A Some Time Thing 
My Man’s Gore Now 

I Got Plenty Of Nuttin’ 

Bess, You Is My Woman Now 

It Ain’t Necessarily So 

Bess, Oh Where’s My Bes3 
There’s A Boat Dat’s Leaving 
Soon For New York 

CAMILLA WILLIAMS (Soprano) 
INEZ MATTHEWS (Soprano) 
JUNE McMECHAN (Soprano) 
AVON LONG (Tenor) 
LAWRENCE WINTERS (Baritone) 
EDDIE MATTHEWS (Baritone) 
with Chorus and Orchestra 
conducted by Lehman Engel 
Produced by Goddard Lieberson 
SBR 6204 


@ WEBER BEETHOVEN 
Der Freischutz: 

Act IT Scene IlI—Agathe’s Aria (a) 
Oberon—Rezia’s scena (b) ‘‘Ah Perfido” 
Op, 65 (a) 

GRE BROUWENSTIJN (Soprano) 

(a) The Hague Philharmonic Orchestra 
Conductor: WILLEM VAN OTTERLOO 
(b) The Radio Philharmonic 

Orchestra (Hilversum) 

Conductor: PAUL VAN KEMPEN 

SBR 6206 


@ CORELLI 

Concerti Grossi: Op. 6 No. 5 in 

B Flat Major 

Op. 6 No. 8 in G Minor (Christmas Concerto) 
| MUSICI— Felix Ayo (1st violin) Walter 
Gallozzi (2nd violin) Vincenzo 

Altobelli (cello) 

SBR 6207 


@ BRAHMS 
Ach Zigeunerlieder, Op. 108 


Vs 
@ DVORAK 
Zige melodien, Op. 55 
HILDE ZACEA (S prano) 
Geza Frid (Piano) 
SBR 6208 


@ J. S. BACH 


Ten Pieces For Harpsichord: 
Prelude and Fugue No. 1 in C Major 
Prelude and Fugue No. 5 in D Major 
Prelude No. 1 in C Major 

Prelude No. 4 in F Major 


-_— 





Burlesca Sarabande - 
Allemande Gigue 
Air Gavotte I and II 
ISOLDE AHLGRIMM (Harpsichord) 

SBR 6209 


The highlights of 
America’s greatest folk 
opera sung by the artists 
who appear in the only 
complete recording of the 
music—Philips 

NBL 5016/17/18. A most 
desirable memento for 
your collection. 


An operatic disc that will 
be welcomed by the 
British public which has 
applauded this prima 
donna’s great success at 
Covent Garden. Her 
recent appearances at the 
Vienna State Opera and 
Bayreuth have confirmed 
Gré Brouwenstijn’s 
position in the world 

of opera. 


The first appearance on 
Philips of the wonderful 
ensemble so highly 
praised by Toscanini. 
Their performances of 
this baroque music are 
impeccable. 


A world-famous operatic 
and lieder singer in a 
highly appealing coup~ 
ling of music by two great 
composersin lighter mood. 
The record includes the 
celebrated ‘Songs my 
Mother Taught Me’. 


Introducing a great 
instrumentalist to the 
British musical public. 
This authentic recording 
contains the most 
popular movements from 


- famous Bach works for 


the harpsichord. 
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MALCOLM ARNOLD 


Tam O’Shanter and Beckus 

the Dandipratt 

MALCOLM ARNOLD and 
JOHN HOLLINGSWORTH 
conducting 

THE ROYAL PHILHARMONIC 
ORCHESTRA 

NBE 11038 — 11/10d. 








Beethoven Piano Concerto No. 5 

in E Flat Major (‘Emperor’) 
ROBERT ROBERT CASADESUS 

withThe Philharmonic-Symphony 
CASADESUS Orchestra of New York : 

Conductor: 

DIMITRI MITROPOULOS 

ABL 3142 —38/3d. 


MITROPOULOS 


Borodin Polovtsian Dances 

(‘Prince Igor’) 

DIMITRI MITROPOULOS 

conducting THE PHILHARMONIC- 
SYMPHONY ORCHESTRA OF NEW YORK 
ABE 10011 — 13/2}d. 











Mozart Piano Concerto No. 6 in 
B Flat Major, K.238 
HANS Mozart Piano Concerto No. 14in 
HENKEMANS E Flat Major, K.449 
HANS HENKEMANS with 
The Vienna Symphony Orchestra 
conducted by 
BERNHARD PAUMGARTNER 
ABL 3135 — 38/3d. 


MORALT 


Johann Strauss 

Voices of Spring; Kiss Waltz 
RUDOLF MORALT 

and FRANZ SALMHOFER 
conducting 
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THE VIENNA SYMPHONY ORCHESTRA 
NBE 11034 — 11/10d. 

c 
I 
€ 
( 
8 
sas MORTON GOULD " 
_ _ | Ketelbey n 
J. $. Bach Organ Music Volume Two In A Monastery Garden I 
Toccata and Fugue in D Minor In A Persian Market Cc 
DR. ALBERT Prelude and Fugue in E Minor MORTON GOULD v 
SCHWEITZER Prelude and Fugue in A Minor conducting t] 
O.M Passacaglia and Fugue in C Minor THE ROCHESTER ‘POPS’ c 
~~ Prelude and Fugue in G Major NBE 11045 — 11/10d. f 

DR. ALBERT SCHWEITZER, O.M. > | 
at the organ of the Parish : P 
Church, Gunsbach, Alsace " d 
ABL 3134 — 38/3d. f a 
Reminder: J. S. Bach — Organ n 
Music, Vol. I by Dr. Schweitzer Don Giovanni — a 
ABL 3092 LEOPOLD SIMONEAU (Tenor) (a) Dalla sua pace (Act 1) ni 
Re ~=ecreeemeeees  Kamous Tenor Arias — Mozart | (b) Il mio tesore (Act 2) ic 
Idomeneo — Act 2 Cosi Fan Tutte — Act 1 ™ 
LEOPOLD SIMONEAU (a) Qual mi conturba i sense—Fuor del mar Un’ aura amorosa cr 

ot (b) Ah, no sarabbe il viver mio — Titus — Act 1 
MQ AAW Non temer, amato bene, K.490 Ah, se fosse intorno : T 
The Vienna Symphony Orchestra conducted by BERNHARD PAUMGARTNER al 
| ABR 4053 — 28/8d. ol 
a 
i . , ey 
57)  LONG-PLEVING th 
PHILIPS ELECTRICAL LIMITED, Gramophone Records Division, D aa : L | D S DD) hemughoove JIB Bit a 
Stanhope House, Stanhope Place, London, W.2 a : pl 
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BOCCHERINI. Concerto for Flut2 and 
Orchestra in D major. 
GLUCK. Concerto for Flute and 
Orchestra in G major. 
PERGOLESI. Concerto for Flute and 
Orchestra in G major. Camillo 
Wanausek (flute), Pro Musica Sym- 
phony, Vienna, conducted by 
Charles Adler and Michael Gielen. 
Vox PL9440 (12 in., 39s. 74d.). 
Curiously, all three of these concertos 
are in the doubtful class, in the sense that 
they would be more exactly described as 
attrib. Boccherini, attrib. Gluck, and attrib. 
Pergolesi. It is also doubtful whether any 
of the composers would willingly acknow- 
ledge them without the compulsion of a 
paternity order ; they are not particularly 
attractive offspring, whosoever they may 
be. Least dull is the Pergolesi, which 
certainly has its moments, and _ the 
Pergolesi, too, produces the nearest 
approach to a gay finale that there is on 
the disc. 


No doubts about the music extend, 
however, to the performances—these are 
quite first-class, with Wanausek a fluent 
and expressive soloist, and the Vienna 
orchestra sensitive and _ well-balanced 
accompanists. The faultlessly engineered 
recording, too, is rich and spacious in 
sound ; in fact this is an entirely first-class 
version of the three flute concertos 
concerned. 


BOCCHERINI. Quartet in A major, 
Op. 39, No. 8. La Tiranna, Op. 44, 
No. 4. Carmirelli Quartet. Trio 
in G minor, Op. 9, No. 5. Trio in 
G major, Op. 38, No. 2. Members 
of the Carmirelli Quartet. Decca 
LXT5200 (12 in., 39s. 74d.). 

Best known to string players for his 
quintets, Boccherini’s quartets and trios, 
no less agreeable, are now on offer. Most 
effective of all, perhaps, is the A major 
Quartet, with a brooding slow movement of 
some depth. The title La Tiranna (I 
wonder who she was ?) identifies a two- 
movement “ Quartettino” written for 
Frederick William of Prussia; but with 


considerably less obeisance paid to the 


cello-playing capabilities of that monarch 
than Mozart felt obliged to pay in similar 
circumstances. The two trios suffer only 
from a monotony of key: the first of them 
pays lip-service to the G minor of its 
description with its opening movement, 
and then, most curiously, both remaining 
movements and the whole of the next Trio 
are in G major. This tires the ear, and is 
not good record-planning (a remorseless 
identity of tonic in a series of successive 
movements was quite early abandoned by 
composers when music began to lengthen). 
The practical unit of domestic listening, I 
am. quite convinced, is not now a disc (save, 
obviously, of a single work) or a band but 
aside; and, if the record-planner is not 
expected to be in a position to give as much 
thought to key-sequence as the composer of 
a twenty-five minute work is in the first 
place, he should at least ensure as far as 
possible that his record side can be listened 
to continuously without actual discomfort. 
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Often it is difficult, of course, to avoid a side 
of classical flute concertos being entirely in 
D major, or of classical horn concertos 
being entirely in E flat major, or of classical 
viola d’amore concertos being entirely in 
D minor ; but this only points the funda- 
mental undesirability in any event of 
concertos on one record side being numbered 
in the plural at all. 

Before the digression gets out of hand let 
me return to Boccherini, who, in or out of 
G major, is most excellently handled on the 
present disc by the players of the Carmirelli 
Quartet. They receive, too, most excellent 
recording, marred only by a momentary 
distortion on the opening note of the A 
major quartet’s slow movement. ‘The 
Boccherini discography is expanding most 
rewardingly. M.M. 


BRAHMS. Quartet No. 2 in A major 
for Piano and Strings, Op. 26. 
Clifford Curzon (piano), Members 


of the Budapest String Quartet. 
Philips ABL3122 (12 in., 38s. 3d.). 


Like its companion work in G minor, 
Op. 25, Brahms’s A major piano quartet is a 
big work, playing for the best part of three- 
quarters of an hour even without the repeat 
in the first movement. It has always seemed 
to me to be much the finer work, the best 
that Brahms had written at that stage in his 
career, and it is a pity that the paucity of 
piano quartet combinations makes per- 
formances of it so rare. I do not know how 
much Curzon has played with the Budapest 
Quartet ; their ensemble seemed to me 
pretty good. Curzon plays with his usual 
controlled fire. I am not quite happy about 
the over-sweet “‘ Hungarian” quality of 
the first violin, but generally speaking the 
performance does full justice to this fine 
music. The recording too is good, the piano 
and strings unusually well balanced. I hcpe 
that soon we shall be given a recording of 
the less exuberant and more closely knit 
piano quartet in C minor. Meanwhile I 
would strongly recommend this disc of the 
A major. R.F. 


CORELLI. Concerto No. 5 in B flat 
major; Concerto No. 8 in G minor, 
“Christmas Concerto’’ from Concerti 
Grossi, Op. 6. I Musici. Philips 
SBR6207 (10 in., 24s. od.). 


Concerto No. 8 in G minor : 
Virtuosi di Roma (1/54) AXTL1032 
V.S.O., Pritchard (11/54) ABR4014 


I Musici consist of eleven excellent string 
players and a harpsichordist, an ideal 
number for early ei shteenth century Italian 
concerti, and these two examples by Corelli 
are most beautifully played. There might 
have been a little more contrast between 
the three soloists and the complete 
band ; the addition of the remaining eight 
players to the soloists often makes surpris- 
ingly little difference to either volume or 
quality, and for this the balance is pre- 
sumably responsible. But the playing is so 
pure and so stylish that one can easily 
overlook this defect. In marked contrast to 
this chamber music interpretation, the 
Vienna Symphony Orchestra sound like an 
unruly crowd, the effect of vast size 
exaggerated by the very resonant acoustic 
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on that disc. In any case the playing has 
little of the clean finish and sense of period 
manifest in the new version, and in the first 
allegro the harpsichord is constantly in front 
of the beat. I Musici’s harpsichord might 
have been a little more prominent ; it is in 
fact barely audible except in quiet passages. 
But perhaps most listeners prefer it that 
way. In any case I cannot imagine anyone 
with music in his soul listening to these 
golden sounds and not enjoying them ; the 
quality is superb. R.F. 


FRANCK. Sonata in A major. Yehudi 
Menuhin (violin), Louis Kentner 


(piano). H.M.V. BLP1082 (10 in., 
29s. 64d.). 

Bobesco, Genty (9/51) LX3056 
Francescatti, Casadesus ies} 33CX1111 
D. Oistrakh, Jampolsky 3/55) 38CX1201 


Columbia have twice recorded excellent 
versions of the Franck sonata on one side 
of a 12 in. disc, throwing in the Debussy 
sonata on the Francescatti record and the 
Szymanowski on the Ojistrakh. H.M.V. 
presumably hope to catch the Menuhin 
enthusiasts and those who want the Franck 
on its own, for this new record is not really 
such an economical buy as the two pre- 
decessors just mentioned. It begins dis- 
appointingly with both players sounding 
rather distant, their tone rather muffled. To 
some extent Kentner’s use of the soft pedal 
is probably responsible for this. In contrast 
Ojistrakh’s tone sounds almost too close, but 
its wonderful pellucid quality and the 
affection with which he plays this move- 
ment muke this performance altogether 
more attractive than Menuhin’s. But as 
the work proceeds Menuhin and Kentner 
seem to warm up; also the quality of the 
sound seems to improve—or is it just that 
one’s ears grow used to this perspective ? 
By the third movement things are going 
splendidly, and I much preferred the 
climax of both this and the last movement 
in the new version. Ojistrakh’s tone has an 
almost feminine sweetness at times, and 
Menuhin’s more forthright approach suits 
the music better. Kentner, too, is excellent 
at the more vigorous moments. A most 
enjoyable disc. R.F. 


HAYDN. Cassation in C major for 
Lute Obbligato, Violin and Bass. 
Walter Gerwig (lute), Ilse Brix- 
Meinert (violin), Johannes Koch 
(viola da gamba). D.G.G. Archive 
EPA37090 ( 7 in., 16s. 84d.). 

A pleasant, if not particularly exciting, 
discovery, this Cassation relies for its 
interest mainly on its unusual scoring, 
though musically the most rewarding move- 
ment is the graceful Adagio, an aria for 
violin with a mere skeleton accompaniment. 
Haydn uses the lute freely as an independent 
third voice (though naturally sometimes in 
parallel with one of the two bowed instru- 
ments) ; and it is instructive to see how well 
it blends and holds its part. A cadenza in 
the last movement also gives the lute an 
opportunity to show its paces. Walter 
Gerwig does not always seem at ease in the 
fast passages, when he is apt to fall behind 
slightly ; but for the rest this is an accept- 
able and agreeable performance. _—P..B. 
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HOLMBOE. String Quartet No. 3, 
Op. 48. 
NIELSEN. String Quartet No. 4 in 


F major, Op. 44. Koppel Quartet. 
Decca LXT5092 (12 in., 39s. 74d.). 

These two Danish string quartets are 
quite strongly contrasted. The earlier of 
them, Nielsen’s work of 1906, is affable and 
easy-going ; harmonically not noticeably 
characteristic of its composer, but aesthetic- 
ally very much so—the vein of mild humour 
is there, and also, it must be admitted, the 
vein of occasional paralysing platitude. 
Indeed, the original title of the quartet, 
Piacevolezza, was highly appropriate ;_ this 
is certainly piacevole music, and its qualities 
have earned it the reputation of being the 
best of all the Nielsen quartets. 

But turn the disc for the recent Third 
Quartet of Vagn Holmboe, and here is a 
contemporary idiom of a different hue, 
perhaps owing something to Bartok ; 
strength, determination, and beauty are in 
view, though without excess of ferocity. As 
in other of his quartets, Holmboe uses a 
five-movement lay-out, sandwiching 
vigorous second and fourth movements, 
noticeably of the same family, between 
slower and severer first, third, and fifth ; 
these too are closely related. (The label’s 
description of the third as an Andante quasi 
una giacona had me hunting unsuccessfully 
in the dictionary ; then I played the move- 
ment, and realised that what the Andante 
really was supposed to be like was a 
chaconne. ) 

These two works are very capably 
expounded by the very well-balanced 
Koppel Quartet, but might have gained in 
places from a rather greater warmth of 
expression. The recording is uniformly 
excellent, and the disc usefully adds much 
to the gramophone’s resources in _ this 
particular field. M.M. 


MOZART. Quartet No. 14 in G major, 
K.387. Quartet No. 15 in D minor, 
K.421. Barchet Quartet. Vox 
PLg48o (12 in., 39s. 74d.). 

Coupled as above : 
Italian Quartet 
Budapest Quartet 
Roth Quartet 
Quartet No. 14: 
Amadeus Quartet 
Haydn Quartet, Brussels 
Quartet No. 15: 


(12/53) 33CX1102 
(1/55) ABL3018 
(6/56) MRL2005 


(10/52) (H)DLP1003 
(3/54) LGM65011 
Amadeus Quartet (9/55) (H)ALP1249 
The Barchet Quartet is the fourth 
combination to put on to one disc the first 
two of the six quartets Mozart dedicated to 
Haydn, and an excellent disc it is. The 
quality is smoothly beautiful, the balance 
beyond criticism, and only some rather 
dubious tempi prevent my recommending 
this record without reservation. The first 
movement of the G major is a joy to hear, 
even though Barchet sometimes digs into 
the upbeat of the main tune rather harder 
than he need. The players give full weight 
to the dynamic contrasts (scarcely audible 
in the Roth recording) and yet preserve the 
intimate mellifluous quality this music 
needs. But in the minuet the tempo is too 
slow, slower than in any of the rival 
recordings, and the music drags ; it is, after 
all, marked Allegro, not, as is more usual in a 
minuet, Allegretto, and Mozart was clearly 
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trying to guard against a too leisurely 
interpretation. This movement is com- 
monly taken too slowly in my opinion, but 
seldom so slowly as here. The slow move- 
ment however is lovely, and the last very 
spirited. (First repeats only in the outside 
movements.) The tempo of the first move- 
ment of the D minor is a bit of a problem. 
Mozart first wrote Allegro moderato and then 
crossed out moderato. Both words, however, 
appear in the published parts, of which 
Mozart himself corrected the proofs. It is 
impossible to tell whether he crossed out the 
second word on the score before or after the 
parts were published. The Italian (94 
crotchets to the minute), the Budapest and 
Roth quartets take this music at an un- 
mistakable allegro ; the Amadeus are on the 
fence at 84 crotchets to the minute, while 
the Barchet at 75 are much the slowest and 
really more moderato than allegro. At the 
beginning the music seems to lack urgency 
at this tempo, but later on much of it 
regains the true sombre mood and I found 
the wonderful development section most 
moving. In the rest of this work the 
Barchets find tempi with which no one will 
quarrel, and only extreme purists will com- 
plain of there being repeats in the theme 
but not in the variations of the last move- 
ment. I would not put this performance of 
the D minor above that by the Amadeus, 
but anyone who wants the G major and the 
D minor on one disc (and what lovely 
quartets they are) will hardly do better 
than to buy the Barchet version. R.F. 


MOZART. Quartet No. 17 in B flat 
major, K.458, “ Hunt ”’. 
SCHUBERT. Quartet No. 2 in C major. 
Quartetto Italiano. Columbia 
33CX1367 (12 in., 39s. 7$d.). 
Quartet No. 17: 


Kroll Quartet (4/52) ALX86 
Griller Quartet (2/53) LXT2728 
Amadeus Quartet 12/53) WLP5099 
Loewenguth Quartet (2/56) DG16004 


Mozart’s “Hunt” Quartet has been 
unkindly treated in the past by the record 
companies, and I cannot report that it fares 
much better on this occasion. Alone of the 
six quartets Mozart dedicated to Haydn it 
has yet to receive a really satisfactory 
recording. The Quartetto Italiano appear 


to play it in B major, never a favourite key- 


of Mozart’s. The Loewenguth Quartet too 
are recorded slightly sharp ; the Amadeus, 
though in the right key, sound as though 
they were in a rather draughty tunnel and 
on this occasion cannot be listened to with 
the usual pleasure. A.P. has spoken well of 
the Kroll version, but this I have not heard. 

The Italian quartet play much of this 
music well enough, and I especially enjoyed 
the last two movements. They are not, I 
think, so capricious in their use of rubato 
as in some of their previous Mozart record- 
ings, though there is still a hint of flaccidity 
on occasions. But they are not too well 
served by the engineers. In all loud 
passages there seems to be more than a trace 
of distortion ; at the very start the quality 
cannot be called really agreeable. The 
Loewenguth people make a pleasanter noise 
altogether, but are too quick in the minuet, 
a movement that calls for some solidity, and 
they seem quite ignorant as to how 
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appogiaturas should be played ; for instanc: 
those in the last bar of the slow movemen: 
should come on the beat, not before it. I;. 
any case one quartet for just under thirty 
shillings is not economically attractive thes: 
days. The Quartetto Italiano throw in 2 
work written by Schubert in his early ’teens. 
and though it is worth hearing once, if only 
for the sake of the finale (had he just been 
listening to Mozart’s C minor piano 
concerto ?) it is, truth to tell, an apprentice 
piece, scarcely worth recording. If an 
unfamiliar work of this period is wanted. 
why does the Quartetto Italiano not revive 
a quartet by their fellow countryman 
Cherubini? He wrote severai examples of far 
greater interest and true worth than the 
Schubert C major. R.F 


MOZART. Sonata No. 1o in B flat 
major, K.378. Sonata No. 15 in 
B flat major, K.454.  Jascha 
Heifetz (violin), Brooks Smith 
(piano). H.M.V. ALP1331 (12 in., 
39s. 74d.). 

Heifetz has wisely chosen two of the 
biggest of Mozart’s violin sonatas in which 
to display his talents, wisely because he 
inevitably turns them into display pieces, 
treatment which most of them would not 
stand up to. As it is, his conception of an 
Allegretto as revealed in the finale of K.454 
would have very much surprised the com- 
poser and his friends, to put it mildly. He 
makes the wonderful slow movement of this 
sonata very lyrical, but seems to me to miss 
points in the outer movements. His virtuoso 
attitude to this music comes in handy for 
the fiendishly difficult allegro episode at the 
end of K.378 (what can Mozart’s amateur 
friends have made of this ?) but leads him 
in my opinion to play the slow movement 
of this sonata a little too fast. But his 
wonderful flow of beautiful tone and his 
effortless technique will more than com- 
pensate, as far as most listeners are con- 
cerned, for his over-quick tempi. These 
qualities are the more apparent in that he 
has been allowed his usual virtuoso balance ; 
when Mozart gives the violin accompanying 
figures, they sound like the tune. 

Much as I love Mozart, I am not sure 
that I wish to hear the repeats in lesser 
works such as the violin sonatas. In his day 
violinists undoubtedly varied the repeats, 
introducing embellishments of their own 
devising the second time through. Few of 
us would stomach such treatment to-day, 
and there now seems much less reason for 
repeating than there was then. If the 
music has enough substance one welcomes 
repeats ; if it hasn’t, one doesn’t. But with 
listeners’ conception as to what constitutes 
a work of substance varying so widely, it is 
impossible to please everyone ; the problem 


is virtually insoluble. R.F. 
WOLF. Italian Serenade. String 
Quartet in D minor. The New 


Music Quartet. 

(12 in., 38s. 3d.). 

Italian Serenade : 
Hollywood Quartet (9/54) CTL7003 


The New Music Quartet (new-music 
quartet—in which case why Wolf ?—or 
new music-quartet, which sounds bizarre °), 


Philips ABL3109 
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The new TREBAX and MIDAX pressure driven repro- 
ducers are focal points of interest at the Radio Show. 
Designed to give smooth frequency response with 
extremely low distortion over the middle and top 
registers of the audio spectrum, these new pressure 
driven units are additional to the famous AXIOM and 
AUDIOM ranges of loudspeakers. 


TREBAX and MIDAX can be used with either AUDIOM 60 
(12 in. 15 watts), AUDIOM 70 (12 in. 20 watts) or AUDIOM 80 
(15 in. 25 watts) bass loudspeakers. For full realization of the 
bass performance of AUDIOM loudspeakers, the comp‘ete 
three-way system should be housed in an AXIOM Enclosure 
incorporating the Acoustical Resistance Unit. 


Trebax 

A new high efficiency pressure 
driven reproducer. Frequency 
coverage 2,500 ¢.p.s.to 16 kc/s. 


OTeyolobaetsbak. 





GOODMANS INDUSTRIES, LTD., AXIOM WORKS, WEMBLEY, MIDDX. 
Telephone: WEMbley 1200 Cables: Goodaxiom, Wembley, England 


Scottish Distributors: LAND, SPEIGHT & COMPAN Y, LIMITED 
2 Fitzroy Place, Sauchiehall Street, Glasgow 
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Midax 


A horn loaded pressure driven 
unit. Frequency coverage 
400 c.p.s. to 8 ke]s. 
























See these 
new products 
at the Show 


Stand No. 105 
Demonstration Room D7 





Have you heard these new products at the 
Radio Show? Post this coupon now for leaflets 
giving full information of the system, or call at 

TAND No. 105 for free Demonstration tickets. 





GOODMANS INDUSTRIES, LTD., AXIOM WORKS, WEMBLEY, MDX. 
Full details of MIDAX and TREBAX please. 
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(ENGLAND) LTD. 


have pleasure in announcing the formation of a 


Gramophone Record Division 





within our nation-wide organisation 


W. offer a first-class service to record enthusiasts 
throughout this country and abroad. 

Our premises in Trafalgar Square have been completely 
redesigned and are now one of the most up-to-date in 
the country. Here you will find every type of record, 
both standard and L.P., with all types of accessories 
and fully experienced staff ready to help with your 


record requirements. 


MAIL ORDER SERVICE 


If you are unable to visit us, our Mail Order Service 
will execute your orders with the minimum delay and 
the maximum care. All orders over £2.0.0. for L.P. records 
are sent post free in special poly-sealed outer covers. 


Records are minutely examined for flaws before despatch - 


and are packed with the utmost care. 


EXPORT DEPARTMENT 


We operate an export service to all parts of the world, 
free of Purchase Tax. Export orders of £10.0.0. or 


over sent post, packing and insurance free. 


Call or write to: 
POLYFOTO RECORD DIVISION, 1, Grand Buildings, 
Trafalgar Square, W.C.1 Telephone : WHitehall 3926 


.. where you will be warmly welcomed 
by people who share your interest in recorded music. 
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which I have not previously come across, is 
patently an extremely alert and talented 
team. With masterly technique it puts over 
an Italian Serenade which must be about the 
fastest ever (I hope): the rhythmic control 
however never slips, the intonation and 
balance are practically faultless, and the 
only criticism I can make are that the semi- 
quavers at the cadence points get swallowed 
up, and the whole Serenade leaves me com- 
pletely breathless. The recording is fuller 
and less edgy than the Hollywood team 
received, but that performance didn’t sound 
quite such a rush. 

The main interest in this disc is likely to 
be in the D minor Quartet (sub-titled 
Renunciation), of which this is the first 
recording, I believe (some reader will correct 
me if I’m mistaken). It was a youthful work, 
begun at the age of 18 but not completed 
until five years later, when it was offered 
to the Rosé Quartet, who rejected it in the 
most insulting terms. Personal feelings may 
have entered into this (for Wolf as a critic 
had been freely castigating those about him 
and had left them smarting), but the sheer 
size of the work—the first two movements 
are each immense—and its almost unrelieved 
sombre intensity may well have seemed 
daunting at first sight. As it is, the Quartet 
is practically never heard, and should be a 
natural for the Shawe-Taylorian game of 
“ Dittersdorf”. Uneven and over-long 
though it is, it contains much of interest, a 
passionate slow movement of great beauty, 
and a fine Scherzo ; and the New Music 
Quartet gives it a radiant performance. 
The extreme fortes, such as at the beginning, 
are rather strident, but otherwise the 
recording is very good. There is so little 
of Wolf’s instrumental music (despite an 
extraordinary statement to the contrary on 
the record sleeve), and we hear it soseldom, 
that this disc is all the more welcome. L.S. 


SCARLATTI, A. Concerto No. 6 in 
E major. 
VALENTINI. Concerto No. 3 in C 
major. Renato Zanfini (solo oboe). 
VIVALDI. Concerto in C minor, P.438 
(ed. Maderna). Concerto in C 
major, P.134 (ed. Malipiero). 
Giuseppe Anedda, Flavio Cor- 
nacchia (solo mandolins). Concerto 
in G major, P.132 (ed. Ephrikian). 
Edmondo Malanotte, Franco Gulli 
(solo violins). Virtuosi di Roma 
(Collegium Musicum Italicum) 
conducted by Renato Fasano. 
H.M.V. ALP1344 (12 in., 39s. 74d.). 
Unscholarly though it may be to say so, 
I would infinitely prefer to have this kind of 
disc, with a few miscellaneous works each 
chosen for their interest, than the heavy 
phalanxes of concertos (or whatever) 
slammed together for no other reason than 
that they appear in the same volume of that 
particular composer’s collected works. 
Vivaldi is a master who—like most other 
masters—also produced things of little 
interest ; and I applaud the Virtuosi di 
Roma’s level-headedness in selecting only 
works they find worthy of attention. The 
C minor, for example, is a solid little concerto 
grosso, with an exuberant repeated-note 
finale played here with this ensemble’s 
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usual gusto ; the mandoline concerto is a 
curiosity of some musical value, extremely 
well played by whichever of the two 
soloists it is (what does the other one do ?) ; 
and the two-violin work has zest and 
virtuosity (there is a most interesting 
written-out quasi-cadenza in the finale). It 
would have been preferable if all soloists 
had started their trills on the right note, 
and the harpsichordist had filled in the 
yawning gaps in the harmony which 
Malipiero left in his edition of the mandoline 
concerto and Ephrikian in the slow move- 
ment of the G major ; but apart from this 
the performances are enjoyable enough. 
There is equally vital playing on the 
other side. Zanfini shows himself a skilful 
and sympathetic oboist, and the Valentini 
work itself has many points of interest, 
including a slow movement scored for the 
solo oboe and one violin only nearly 
throughout. (I cannot, incidentally, bring 
myself to believe the ungrammatical and 
shocking final cadence of the first move- 
ment). The Scarlatti concerto, which I had 
not previously met, is the lively expression 
of an obvious personality, and, apart from 
its unusual string layout, is worlds removed 
from the conventional pattern-making which 
sometimes did duty for hard-pressed com- 
posers of eighteenth century concertos. 


VIVALDI. The Four Seasons (Spring, 
P.241 ; Summer, P.336; Autumn, 
P.257; Winter, P.442). 

Manoug Parikian (violin), Thurston 
Dart (harpsichord), Philharmonia 
String Orchestra conducted by Carlo 
Maria Giulini. Columbia 33CX1365 
(12 in., 39s. 74d.). 

Felix Ayo (violin), I Musici. Philips 
ABL3128 (12 in., 38s. 3d.). 

' Tino Bacchetta (violin), Ensemble 
Instrumental Sinfonia conducted by 
Jean Witold. London International 
TWV6o1157 (12 in., 39s. 74d.). 

Barchet, S.C.O., Munchinger (10/51) LXT2600 
Virtuosi di Roma (5/55) (H)ALP1234 
Soloists, Stuttgart P.M., Reinhardt 

(8/56) DL173-1/2 
Corigliano, N.Y. S.O., Cantelli ABL3063 

Two complete recordings already, four 
more in this last couple of months, another 
due any moment, and others scheduled (I 
understand )—where are the vast crowds that 
are demanding all these versions of Vivaldi’s 
Four Seasons, a work which makes but 
infrequent appearances in the concert hall ? 
For I presume the demand must be there 
for all the companies to plunge in like this : 
in which case I rejoice that the general 
public should be so percipient of the worth 
of these unusually interesting pieces of early 
programme music. Vividly illustrative they 
are, too, with storms, langourous heat, 
slippery ice, hunting scenes and all kinds of 
odd details such as a dog barking; yet, 
though (as always with descriptive music) a 
knowledge of the plot helps, the intrinsic 
musical thought is more than sufficient to 
hold the attention—which is more than can 
be said for all eighteenth-century concerti 
grossi. 

Of all the recordings now on the market, 
the new Philips seems to me quite the best 
(it is also, strangely enough, the cheapest). 
The style is both authentic and lively, the 
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recording extremely clear and well balanced, 
and the soloist, Felix Ayo, a player of quite 
exceptional quality. The Columbia is less 
well recorded—there is too much resonance 
for comfort—and the whole interpretation 
tends towards the romantic, with expressive 
dynamics which are certainly musical but 
which do not strictly belong to the period. 
As to the London, there is little of the 
baroque feeling there ; and some extremely 
hit-or-miss ensemble work must, since the 
dangerous moments often occur at changes 
of tempo, be attributed to the conductor 
(e.g. the D minor. episode 46 bars before the 
end of the first movement of Autumn). The 
soloist is more notable for his vigour than for 
anything else, and the engineers do not give 
us particularly agreeable string tone ; but 
since the studio appears to be far from 
soundproof, they do give us the hum of the 
traffic outside and the sound of some inter- 
esting gear-changes. The ’cello continuo 
plays beefily throughout, drowning the 
harpsichordist, who does not contribute 
much of interest, and who in parts of the 
first movement of Winter, when he is sorely 
needed, is inexplicably silent altogether. 
Each of the other sets has as harpsichordist 
an artist who understands the true tradition 
of continuo playing ; but except in Winter, 
in which Mr. Dart introduces some excellent 
ideas, I find his unnamed rival generally 
shows better taste and, it must be said, less 
fussiness. A word of praise for Philips’s 
attractive cover of the four seasons as seen 
by—who is it Brueghel ? L.S. 


INSTRUMENTAL 


BACH. Toccata and Fugue in D minor. 
Prelude and Fugue in E minor. 
Prelude and Fugue in A minor. 
Passacaglia and Fugue in C minor. 
Prelude and Fugue in G major. 
Albert Schweitzer (organ). Philips 
ABL3134 (12 in., 38s. 3d.). Recorded 
at the Parish Church, Gunsbach, 
Alsace. 

Those who know their Schweitzer will 
expect much of this music*to be played 
rather slowly and they will readily forgive 
him the occasional fluffs, marvelling that a 
man of his age with few opportunities to 
practise should make so few. The only piece 
that seemed to me really to suffer from the 
slow tempi was the G major prelude, which, 
unless it is played brillaintly, is not very 
interesting. The Passacaglia was perhaps 
dragging a little by the eighth variation, 
but the other big works sound magnificent. 
The great A minor Prelude and Fugue and 
the famous D minor Toccata and Fugue are 
played with humility and sincerity and 
matured comprehension ; they come from 
the loudspeaker as great music played by a 
man who believes in them passionately and 
has no wish to obtrude his own personality. 
Philips are to be congratulated on the 
sleeve, which contains lavish and interesting 
programme notes by Schweitzer himself, 
complete with copious music examples. 
Would any other writer have been allowed 
the luxury of quoting music from a cantata 
and a prelude only dubiously connected 
with any work on this disc, or the prolixity 
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of quoting the G major themes twice over ? 
I was interested to find that Schweitzer is 
quite confident that the Toccata is “ pre- 
Weimar ”’, in other words that Bach wrote 
it before he was twenty-three. Most Bach 
scholars would put it later than that, in 
fact in the Weimar period. The sleeve 
should, I think, have mentioned that the 
organ at Gunsbach, Alsace, on which this 
music was recorded, was designed to 
Schweitzer’s own specifications. It sounds 
a fine instrument, though rather stridently 
recorded. Regrettably it is a shade out of 
tune all through the disc, most noticeably 
so in the E minor prelude for some reason. 
Bach’s part-writing is not as clear on this 
organ as on those used on the Walcha discs 
reviewed elsewhere in these columns, but 
the instrument is nevertheless a splendid 
medium for conveying Schweitzer’s broad 
and noble conception of this great music. 
R.F. 


BACH. 18 Chorale von Verschiedener 
Art, BWV651-668. Helmut Walcha 
(at the Schnitger-Organ, Cappel). Six 
Chorale von Verschiedener Art, 
BWV645-650. Helmut Walcha (at 
the Small Organ, St. Jakobi, Liibeck). 
D.G.G. Archive APM14039-41 (three 
12 in., 118s. 10}d.). 

Bach probably wrote the “ Eighteen ” 
choral preludes at the very end of his life. 
They have no especial grandeur and they 
are not “ pretty ”. These spiritual musings 
of a very great composer in old age are 
filled with Christian wisdom and rounded 
with consummate craftsmanship. They 
make wonderful late-night listening. Within 
the limits Bach prescribes for himself there 
is plenty of contrast. Walcha plays these 
great pieces on the type of organ to which 
Bach was accustomed and they emerge 
crystal clear in detail and radiant in tone 
quality. Though one can criticise him in 
detail, in general one would hardly hope to 
hear better discs of these preludes. Perhaps 
he does not quite feel the pathos of Schmiicke 
dich, or display enough virtuosity at the end 
of O Lamm Gottes, unschuldig. Perhaps the 
registration of the trio version of Nun 
komm’, der Heiden Heiland is a little too 
eccentric even for baroque enthusiasts, and 
there was altogether too much 2 ft. tone in 
the trio Herr Jesu Christ, which at times 
sounded as though a lot of piccolos were 
playing, almost like a fife band. I would be 
interested to know why Walcha plays the 
pedal part of Von Gott will ich nicht lassen on 
an 8 ft. stop instead of on a 4 ft. as marked 
in the Novello edition. Or is the Novello 
edition wrong ? Inevitably the Schnitger 
organ at Cappel sounds a little wheezy at 
times, notably the pedals at the start of Jesus 
Christus, unser Heiland (side 5), but what a 
splendid noise the full organ makes (third 
version of Nun komm, side 3) and the quiet 
stops are ravishingly beautiful , for instance, 
in An Wasserfliissen Babylon (side 1). This 
latter is almost my favourite, but I was also 
entranced by the chromaticisms in the 
middle of Jesus Christus, unser Heiland 
(side 5) and in particular by the quiet, 
thoughtful Wenn wir in hochsten Nothen sein 
at the very end of the set (side 5). As with 
so much of Bach’s last music, this lovely 
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contemplative piece turns out to be a 
fantastic amalgam of contrapuntal in- 
genuities, which make it neither more nor 
less beautiful, but they can nevertheless be 
admired for their own sake. Walcha’s 
playing of these choral preludes is very 
steady, and his trills, notably in Komm, 
heiliger Geist, are a mousicologist’s joy. 
Walcha is one of those very rare creatures, 
a man with both the knowledge and the 
ability to play eighteenth century music. 
They seldom go together. 

On side 6 are the six “ Schubler ” 
preludes, for the most part short, slight 
pieces full of charm. The first, however, is 
rather more than that ; Wachet auf, partly 
because it was for long championed by 
Walford Davies, is the best known of all 
Bach’s choral preludes in this country, and 
it may well be that we all have a quite 
wrong conception as to how it should 
sound. I must confess to finding Walcha’s 
brisk tempo intolerable, though possibly I 
might get used to it in time. The others 
make a welcome contrast to the more solid 
fare on the other five sides and are beauti- 
fully played. 

I wish D.G.G. would make a more 
imaginative use of their sleeves. On this 
set we are given three times over their 
familiar list of ‘‘ The main research periods 
of Western Music ”’, a list of much more 
interest, I should have thought, to D.G.G. 
than to anyone outside the company. 
One’s pleasure in the “ Eighteen ” choral 
preludes could have been much increased 
by the printing on the sleeves of the twelve 
chorales on which they are based, or at 
least their first lines. Bach decorates these 
old tunes so lavishly that sometimes it is 
very hard to recognise their appearance. 
With a line or two of music to help, one 
could also appreciate more easily the 
ingenuities of those episodes in which Bach 
is constructing fugatos on the opening notes 
of the next line. 

These three discs contain some of Bach’s 
greatest music, none the less good for being 
unfamiliar ; it is played here as it should 
be played. Saving half a crown a week, you 
could buy one disc every four months, all 
three in a year. R.F. 


BACH. Trio Sonatas : No. 1 in E flat 
major, BWV525; No. 2 in C minor, 
BWV526; No. 3 in D minor, 
BWV527; No. 4 in E minor, 
BWV528. John Eggington (organ). 
London L’Oiseau-Lyre OL50123 
(12 in., 39s. 7$d.). Recorded at the 
Organ of Meaux Cathedral. 


Sonatas Com plete 
Germani (3/55) ) (H) CLP1025-6 
Walcha 3/56) APM14503-4 


Choice of tempo and alineiiion in the 
playing of organ works must be dictated, to 
some extent, by the building in which they 
are performed. John Eggington adopts 
slower tempos, in general, than Helmut 
Walcha, particularly so in the Adagio of the 
E flat Sonata and the Allegro final move- 
ment of the C minor Sonata (which sounds 
ponderous) and his phrasing is not always 
so crisp and clearly defined as Walcha’s— 
for example, in the opening movement 
of the C minor and the Vivace (after a 
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brief Adagio) of the E minor Sonatas. I 
do not myself find his registrations as satis- 
fying as Walcha’s, particularly in the slow 
movements of the C minor and D minor 
Sonatas, but this is a matter of taste. 

There is much to like in this careful 
playing and the organ has some beautifully 
mellow stops : but comparison (to my 
mind) favours Walcha for greater liveliness, 
and clarity of parts. The pedal parts in the 
O.L. recording tend to be _ indistinct, 
though otherwise the recording is good. 

O.L. are to be commended for putting 
scrolls between the movements and for 
getting two sonatas on each side in their 
proper sequence. D.G.G. put no scrolls, 
and three sonatas on each of their two discs, 
with a change over to complete one of them 
in each case. A.R 


BACH, J: - S. Prelude and Fugue in 
E minor, BWV533- Prelude and 
Fugue in B minor, BWV544- Pre- 
lude and Fugue in C major, 
BWV547. Pierre Cochereau 
(organ). London L’Oiseau-Lyre 
OL50125 (12 in., 39s. 74d.). Recorded 
at the Organ of the Cathedral of 
Notre Dame de Paris. 

Play Bach slowly and loudly enough on 

a large organ, and people will immediately 

talk about the work’s majesty and grandeur. 

On that basis this is all exceedingly majestic : 

the Notre Dame organ, seemingly flat out 

in places, roars mightily, and M. Cochereau’s 
favourite speed appears to be Adagissimo. 

He is a very accomplished player, and the 

engineers have caught the weight of tone 

faithfully without any distortion ; but is the 
result Bach ? The great B minor stands up 
to the treatment best, since there is grandi- 

Osity innate in the music ; but the Prelude 

of the C major is grossly overweight, and 

the Fugue—a magnificent four-part speci- 
men, which suddenly acquires a fifth part 
in augmentation near the end—sounds 
merely laboured like this ; and the E minor 
is enormously portentous. I hope I shall 
not be thought offensive if I suggest that 
this is a disc for the organ-lover rather than 


for the Bach specialist. P.B. 


BEETHOVEN. Sonata No. 29 in B flat 
major, Op. 106, “Hammerklavier’’. 
Solomon (piano). H.M.V. ALP1141 
(12 in., 39s. 74d.). 
Gulda 
Horszowski 


(1/52) LXT2624 
- ean PL6750 
ackhaus (4/53) LXT2777 
Kempff (4/56) DGM18146 
Solomon and the ‘‘ Hammerklavier ”’ is 
a conjunction of enthralling interest, and 
whether this is the best performance or not 
hardly matters, and in any case with a work 
of this length and complexity I would 
hardly presume to judge except on the basis 
of months of listening. He is more 
impassioned, less restrained than Kempff 
and let us leave it at that. I do not think 
you would wish for any of the other older 
recordings except for the fine one by 
Horszowski. | Unfortunately as regards 
quality Solomon’s is not the best recording, 
though good enough judged by the 
standards of three or four years ago. There 
are signs of slight distortion on some of 
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DECCA OPERA LIBRETTI 


Die Entfiihrung Mozart(1/-) LXT 2536-8 
Die Fledermaus J. Strauss (1 /-) LXT 2550-1 
Der Freischiitz Weber (1/-) LXT 2597-9 
Carmen Bizet (1/-) LXT 2615-7 
Manon Massenet (1/-) LXT 2618-20 
La Bohéme Puccini (1/9) LXT 2622-3 
Madama Butterfly Puccini (1/9) LXT 2638-40 
Parsifal Wagner (1/9) LXT 2651-6 
Die Meistersinger Wagner (4/6) LXT 2659-64 
Tosca Puccini (1/9) LXT 2730-1 
Aida Verdi (1 /-) LXT 2735-7 
Lakmé Delibes (1/-) LXT 2738-40 
L’Heure espagnole Ravel (1/-) LXT 2828 
Pagliacci Leoncavallo (1/-) LXT 2845-6 


Salome R. Strauss (2/6) 
LXT 2863-4 


Lohengrin Wagner ms = 





T 2880-4 


Roméo et Juliette 


Gounod (1/-)  LXT 2890-2 


Cavalleria rusticana 
Mascagni (1/-) LXT 2928-9 


Der Rosenkavalier 
R. Strauss (4/6) LXT 2954-7 


La Traviata 
Verdi (1,'-) LXT 2992-4 


Manon Lescaut Puccini(1/9) LXT 2995-7 
Rigoletto Verdi (1 ’-) LXT 5006-8 
Otello Verdi (2/6) LXT 5009-11 


The turn of the screw Britten (2,6) 
LXT 5038-9 


Prince Igor Borodin (10/-) LXT 5049-53 
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DECGA pusiications 


Boris Godunov Mussorgsky (10 -) 
LXT 5054-6 


Die Zauberflote Mozart (4 -) LXT 5085-7 
Le nozze di Figaro Mozart (4, -) LXT 5088-91 
Oedipus Rex Stravinsky (1/9) LXT 5098 
Don Giovanni Mozart (4 ’-) LXT 5103-6 
Cosi fan tutte Mozart (4 -) LXT 5107-9 
Turandot Puccini (4/-) LXT 5128-30 
La forza del destino Verdi (4/-) LXT 5131-4 
La Favorita Donizetti (4/-) LXT 5146-8 


L’Elisir d'amore Donizetii (4/-) ae 
| _, 7 = / ss 
| LXT 5155 alla SS 
Gregorian Chant (2/6) LXT 2704-8 ( “SSS iy 
DECCA LONG PLAYING SSE ly f, / 
RECITAL BOOKLETS ; “OQ ] if 
All price 6d. seit Deb 7 
Schubert recital— | SS! hes f 
HEINRICH SCHLUSNUS LXT 2539 “ “Sy / 
Schubert & Fauré recital— Sy / 
GERARD SOUZAY LXT 2543 f 


Schumann & Brahms—FERRIER LXT 2556 
Ballads of Karl Loewe—STRIENZ LXT 2570 


Operatic & Lieder recitals— 
ANTON DERMOTA LXT 2592 


Nuits d’été Berlioz—DANCO LXT 2605 
Das Lied von der Erde Mahler LXT 2721-2 


Debussy, Chabrier & Ravel 
Songs—JACQUES JANSEN LXT 2774 


with The London Philharmonic Orchestra 
conducted by Sir Adrian Boult 


Die Winterreise Schubert 
KARL SCHMITT-WALTER LXT 2799-2800 


Songs of Duparc—souZAY LXT 2823 


Canzone Scordate Dérumsgaard— 


GERARD SOUZAY LXT 2835 
Alto Rhapsody Brahms— 

KATHLEEN FERRIER LXT 2850 
Dichterliebe & Schumann Songs— 

GERARD SOUZAY LXT 2875 
Faure & Milhaud recital— 

IRMA KOLASSI LXT 2897 
Les Illuminations Britten— 

PETER PEARS LXT 2941 


Facade Walton—EDITH SITWELL & 
PETER PEARS LXT 2977 


Schubert recital No. 2—souzay LXT 5023 
Recital of Ravel Songs—panco LXT 503] 


CONCERTO NO. 1 IN G MINOR 
FOR VIOLIN AND ORCHESTRA, Opus 26; 


CONCERTO NO. 2 IN D MINOR 
FOR VIOLIN AND ORCHESTRA, Opus 22 






Beethoven 


SYMPHONY NO. 3 IN E FLAT MAJOR 





, Opus 55—“‘eroica”’ 
The Concertgebouw Orchestra 
conducted by Erich Kleiber 


REL AD 


LXT 5215 
Grieg 
CONCERTO IN A MINOR FOR PIANO AND ORCHESTRA, 
Opus 16 (a); 
Falla 


NIGHTS IN THE GARDENS OF SPAIN (b) 

Clifford Curzon 

with (a) The London Symphony Orchestra 
conducted by Anatole Fistoulari 

and (b) The New Symphony Orchestra of London 
conducted by Enrique Jorda 

LXT 5165 


Bruch Boccherini 
STRING QUARTET IN A MAJOR, 
Opus 39, No. 8 and 
Wientaushi LA TIRANNA, Opus 44, No. 4; 
The Carmirelli Quartet 

TRIO IN G MINOR FOR STRINGS, 

Opus 9, No. 5 and 

TRIO IN G MAJOR FOR STRINGS, 

Opus 38, No. 2 

Members of The Carmirelli Quartet 
LXT 5200 


Mischa Elman 


LXT 5222 


J. S. Bach 

CONCERTO IN D MINOR FOR HARPSICHORD 
AND STRING ORCHESTRA 

BWV. 1052 

Karl Richter 

CONCERTO IN C MAJOR FOR TWO 
HARPSICHORDS AND STRING ORCHESTRA 

j BWV. 106! 

Karl Richter and Eduard Miiller 

both with 

The Ensemble of The Ansbach Bach Festival 
LXT 5203 
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Mozart Michelangelo sonnets & Winter words 
SONATA IN F MAjoR, K.Anh. 135 and Britten—PETER PEARS LXT 5095 
SONATA NO. 7 IN C MAJOR, K.309; Recital—ELLABELLE DAVIS LX 3008 


SONATA NO. 12 IN F MAJOR, K.332 and 





Brahms & Wolf recital—panco LX 305! 
SONATA NO. 4 IN E FLAT MAJOR, K.282 
Paolo Spagnolo Songs of Debussy—DANCO LX 3052 
LXT 5219 Song recital by Irma Kolassi LX 3080 
Molidre Schubert recital—GERARD SOUZAY 
pepe LX 3104 
LE BOURGEOIS GENTILHOMME : 
Comedy-ballet in five acts with music by Liederkreis Schumann—Danco LX 3107 
Jean-Baptiste Lully Mozart & R. Strauss Lieder— 
Bernard Blier, Marthe Mercadier, France Descaut, “\ SUZANNE DANCO LX 3110 
Annette Poivre, Jean-Claude Michel, a : . ee Oe ee ee eae : 
Francois Perier and supporting cast with Soloists, a wor %, SUZANNE DANCO LX 3111 
a ws % 
Chorus and Orchestra of the Collegium Musicum, Paris PA A cor | % eel th Cheek daniel. eines 1 S600 
-onducted by Roland Douatte a *\ | 
rae , %, \ Mendelssohn & Tchaikovsky songs— 
amhemaneene \ “4... MAX LICHTEGG LM 4556 


Robert Veyron-Lacroix 


Harp: Suzanne Cotelle 


DECCA MEDIUM PLAY 








LXT 5211-3 RECITAL BOOKLETS 
| Holmboe All price 3d. 
STRING QUARTET NO. 3, Opus 48; 
| iti » . Songs and dances of death 
ties | vos Mussorgsk y—HEINZ REHFUSS LW 5037 

STRING QUARTET NO. 4 1N F MAJOR, Opus 44 > " ) 
The K | _ our last songs R. Strauss— 
non “om iguecte LISA DELLA CASA LW 5056 
Recital of Russian songs No. 1— 
Vivaldi RAPHAEL ARIE LW 5078 
THE FOUR SEASONS Old French airs—souZay LW 5091 
ered mg ng Cecheniee. Songs of Gounod—souZAy LW 5097 
with ‘Violin Prinzipale 
Wee Beaches Schubert & Schumann recital— : 
, , , KATHLEEN FERRIER LW 5098 
with Ensemble Instrumental Sinfonia 
conducted by Jean Witold Recital of Russian songs No. 2 
TWY 91157 RAPHAEL ARIE LW 5104 
(London International L.P.) I] Maestro di Cappella Cimarosa LW 5112 
x Bellini & Gounod songs—DANCOo LW 5128 

SPANISH AND PORTUGUESE Popular Spanish songs—IRMA KOLASSI 

KEYBOARD MUSIC, VOL. 2 LW 5143 

Anglés: ADAGIETTO and FUGATO; Songs of Debussy—DANCO LW 5145 

Soler: SONATA IN G MINOR; Brahms & Dvofdk songs—MaAX LICHTEGG 

Ferrer - SONATA IN D MAJOR; LW 5146 
Freixanet : SONATA IN A MAJOR; TOCCATA Recital of Debussy songs—iRMA KOLASSI 
IN C MAJOR (Anon.); Seixas FUGA IN A LW S516! 

Mh SF SOS OS SPER Hugo Wolf recital—reHFUSs LW 5162 

MINUET IN A MINOR and TOCCATA IN D 

MINOR and MINUET IN F MINOR and Falla & Ravel songs—eEsTANISLAO | 


LW $192 
SONATA IN C MINOR and TOCCATA IN G MINOR 
Felicja Blumental Chausson songs—SOuZAY LW $201 


LXT 5218 














Liszt 
FANTASIA-AND FUGUE ON THE CHORALE 

‘AD NOS, AD SALUTAREM UNDAM’ 

Pierre Cochereau 

at the Organ of Notre Dame Cathedral, Paris 
OL 50126 (Otseau-Lyre L.P.) 


_> , aa. Aa _—— 


J. S. Bach 
TRIO SONATAS: No, 1 in E flat major 


CONTEMPORARY FRENCH (BWV. 525); No. 2 in C minor (BWY. 526); 
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No. 3 in D minor (BWV. 527); 
W ay 
a — No. 4 in E minor (BWV. 528) 5 , 
p U B | J C A Tl 0 THREE SHORT Pieces: Allegro; in Sn Pe ; ! 
gS POCA SOE at the Organ of Meaux Cathedral 4 | 
OL 50123 (Oiseau-Lyre L.P.) } 
Allegro scherzando; é 
Damase , 
SEVENTEEN VARIATIONS; f 
TELEFUNKEN Tomasi J. S. Bach = 
LP. RECITAL BOOKLETS VARIATIONS ON A CORSICAN THEME; PRELUDES AND FUGUES: in C major (BWV. 547); . 
All price 6d. Arrieu in E minor (BWV. 533); in B minor(BWV. 544) ( 
Dichterliebe & Schumann songs — eS ee Pierre Cochereau 
ANTON DERMOTA LGX 66023 The French Wind Quintet at the Organ of Notre Dame Cathedral, Paris : 
Bach motets —BERLIN MOTET CHOIR OF 50122 (Oiseau-Lye LP.) OL 50125 (Oiseau-Lyre L.P.) t 
LGM 65032 n 
Vivaldi C. P. E. Bach F 
LONDON EDITIONS CONCERTO IN G MINOR (P.407) CONCERTO IN A MINOR b 
DE L’OISEAU-LYRE Georges Alés (Violin) FOR FLUTE AND ORCHESTRA — P 
L.P. RECITAL BOOKLETS All price 6d. CONCERTO IN B FLAT MAJOR (P.388) (Wotquenne 166); r 
Morike & Goethe Lieder Hugo Wolf— Georges Alés (Violin), Roger Albin (‘Cello) CONCERTO IN G MAJOR a 
BRUCE BOYCE OL 50026 CONCERTO IN C MINOR (P.434) FOR FLUTE AND ORCHESTRA t 
Brahms recital—BRUCE BOYCE Roger Albin (’Cello) (Wotquenne 169) . P 
OL 50044 CONCERTO IN G MAJOR (P.135) Jean-Pierre Rampal 
Schubert Lieder —BRUCE BOYCE Georges Alés, Robert Gendre (Violins) with l’Ensemble Orchestral 01 
OL 50045 Roger Albin, Andre Remond (’Cellos) de |’Oiseau-Lyre | 
Das Buch der Hangenden Garten oll wich conducted tir tanks de Pan B 
Schoenberg —LINA DAUBY DL 53006 “ L’Ensemble Orchestral de |’Oiseau-Lyre CL 50121 (Oiseau-Lyre L.P.) 
Couperin harpsichord works OL 50052-67 conducted by Louis de Froment 
(Presented free with records) OL 50124 (Oiseau-Lyre L.P.) 
BOOKLETS Locatelli 
Canto a Sevilla Turina— SONATA IN F MAJOR; 
LOLA RODRIGUEZ DE ARAGON (3d.) DTL 93015 Yr a 
essarini th 
Le Roi David Honegger(1/-) DTL 93004—5 SONATA IN D MAJOR: to 
Vj Marcelle sti 
bc 
SONATA IN B MINOR; su 
Bononcini he 
DIVERTIMENTO DA CAMERA IN C MINOR - 
Jean-Pierre Rampal (Flute) m: 
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the high notes, and the tone is a little hard 
generally. I could do nothing on my 
apparatus to correct this ; in any case the 
deficiency is not apparent on the Kempff 
disc. 

Solomon takes the first movement much 
faster than Kempffi—in fact at about 120 
crotchets to the minute, the same tempo as 
Gulda, and only beaten by Schnabel (who 
accepts Beethoven’s fantastic metronome 
mark of 136 crotchets to the minute). 
Solomon’s tempo seems just right for the 
fiery interpretation he brings to this music. 
In the slow movement on the other hand 
he is the slowest of the pianists listed above, 
and, as in his famous disc of the ‘* Moon- 
light ’’ sonata, he shows that he can sustain 
a very slow tempo as can no other modern 
pianist. This is playing of the most sublime 
kind ; the pianist has the whole essence of 
the music distilled in his fingers and there is 
nothing lost. I did not however feel that he 
quite held my interest in the Jargo intro- 
duction to the final fugue, which he again 
plays very slowly indeed. After the 
immensities of the slow movement proper, 
the mind can hardly cope with yet slower 
music immediately after at the best of times, 
and Solomon’s tempi make the task harder 
than usual. But I am well aware that I may 
be revealing deficiencies in my own staying 
powers rather than in Solomon’s perform- 
ance. There is at least nothing slow about 
the fugue. He plays it at a break-neck speed 
and yet with astonishingly clear articula- 
tion, a really tremendous piece of piano 
playing. The way he fines down the tone 
in the last page is beyond praise. 

In short, this is a very great performance 
of a very great piece of music. F. 


BEETHOVEN. Piano Sonatas : No. 31 
in A flat major, Op. 110; No. 32 
in C minor, Op. 111. Wilhelm 
Kempff (piano). D.G.G. DGM18045 
(12 in ., 39s. 74d.). 

Coupled as above : 
(10/54) LXT2939 
(11/54) (H)ALP1169 


(4/56) (H)ALP1160 
Katchen (6/56) LXT5187 
I found Kempff a little disappointing in 
the A flat sonata. To begin with the piano 
tone is not quite up to D.G.G.’s usual 
standard, especially at the top of the key- 
board. But the chief trouble is the pianist’s 
surprisingly cavalier treatment of Beet- 
hoven’s markings. He takes the scherzo 
absurdly slow, is wayward over its rhythm 
(which surely should be tight as a drum), 
makes a crescendo up the first ff instead 
of suddenly exploding at that point, ignores 
Beethoven’s phrasing in the pii adagio near 
the start of the slow movement, and so on. 
He plays the fugue with considerable feeling, 
but by and large Backhaus and Myra Hess 
give a much more dependable reading. 
Myra Hess is the best of the three in my 
opinion, her scherzo full of vigour and fire, 
though on her recording the piano tone is 
rather fluffy round the edges ; Backhaus is 
much better recorded. 


Kempff gives an altogether better account 
of the C minor. In Beethoven’s tumultuous 
movements this pianist approaches the music 
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with a restraint that is often interesting, 
though at other times restraint is less 
apparent in his playing. He is however 
faced with a really superlative performance 
from Katchen. Katchen brings more 
technique to the first movement and makes 
the repeat in it, which Kempff omits. He 
can enliven the music by “ placing” a 
phrase with the least possible touch of 
rubato, and he can produce, by playing 
with absolute simplicity, a kind of hushed 
awe as in the Arietta. Kempff takes this 
movement very slightly faster and plays it 
extremely well, managing the final trills very 
fluently. But Katchen’s version has more 
atmosphere, more wonder about it. Solomon 
is not too well recorded, and last April 
A.P. found his playing a little below his 
usual standard. Backhaus is still well worth 
considering if you want Beethoven’s last 
two sonatas on one disc. 


CHOPIN. Nocturnes, Nos. 1-10. Stefan 
Askenase (piano). D.G.G. DGM 
18262 (12 in., 39s. 74d.). 

Rubinstein (9/54) (H)ALP1157 
This is a most lovely record. Askenase 
plays with the utmost poetry, but not at all 
with the utmost rhythmic freedom. This is 
not an over-romanticised, or even a highly 
romanticised Chopin; the pulse of the 


music remains firmly under control, and is 
allowed to vary readily over long periods, 
less readily over short ones—more often it 
continues with some determination, and the 
roulade, the cadenza, or the arpeggio that 
has seemingly taken wings manages to 


return to earth at precisely the right 
moment. In this there is of course no great 
novelty (it is traditionally the way Chopin 
himself played), but I do not recall ever 
hearing a more convincing demonstration 
of it. - 

As Askenase has also the advantage of 
very good recording, this is obviously a 
most desirable version of the Nocturnes. In 
comparison the fine playing of Rubinstein, 
in his H.M.V. set, is more conventionally 
romantic; and indeed it does most 
certainly score a point here and there to set 
against those lost on other occasions (in the 
G minor and A flat major Nocturnes in 
particular—in these Askenase seems to me 
to be incomparably more poetic). But the 
recording of Rubinstein’s H.M.V. disc is 
variable, and that of the D.G.G. disc is 
consistent at the best level of its competitor ; 
I would have no difficulty in — in its 
favour. M.M. 


CHOPIN. Sonata No. 2 in B flat minor, 


Op. 35. 

SHOSTAKOVITCH. Prelude and 
Fugue in D minor, Vol. II, No. 24; 
Prelude and Fugue in C major, 
Vol. I, No. 1; Prelude and Fugue 
in D major, Vol. I, No. 5. Emil 
Gilels (piano). Columbia 33CX1364 
(12 in., 39s. 74d.). 

is (2/51) LXT2535 

(7/53) PL7360 

(11/53) (H) ALP1087 

(6/55) (H)ALP1243 

Katchen (8/56) LXT5093 
There is some fine playing on this disc, 
and the quality of the sound is excellent. I 
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do not think that Gilels gives as good a 
performance of the Chopin Sonata as 
Katchen, whose record I reviewed last 
month, but he comes within measurable 
distance and his technique as revealed in 
the difficult passages is tremendous. He 
begins by accentuating the first quaver in 
each group of the main tune, giving it a 
rumba effect, but after a wonderful per- 
formance of the scherzo, seems not quite at 
home in the funeral march; the trio 
sections lacks the absolute simplicity that 
Katchen and Horowitz bring to it, and the 
exact value of the dotted quavers in the main 
section keeps varying. He tears off the last 
movement at a tremendous speed, but again 
just misses the even hushed tone that the 
music needs. 

Shostakovitch wrote his 24 preludes and 
fugues (one in each key, as in the “ 48’) 
soon after the war and they were published 
in 1955. The composer himself has recorded 
the lot, but these discs, available in America, 
are not yet to be had in this country. 
Gilels starts with the last one, a splendid 
work. The prelude hints at the fugue 
subject, and the fugue itself, a very long 
one with two subjects which eventually 
come together, builds up to a tremendous 
climax. The C major, the first of the set, is 
short and very simple. The restful fugue 
subject is said to come from a cantata 
written to celebrate peace. The D major is 
gay and makes a good end. I do not mysel 
like to hear fugue subjects banged out with 
the emphasis Gilels gives them, and 
occasionally his pedalling is not impeccable, 
but generally speaking he gives an excellent 
account of some unfamiliar and interesting 
music. R.F. 


LISZT. Fantasia and Fugue on “ Ad 
nos, ad salutarem undam’’. Pierre 
Cochereau (organ). London L’Oiseau- 
Lyre OL50126 (12 in., 39s. 74d.). 
Recorded at the Organ of the Cathedral 
of Notre-Dame de Paris. 

Demessieux (4/53) LXT2773 

For the dramatic thunders of this great 
showpiece, the wider range of colour and 
volume of the Notre Dame organ should, 
in theory, carry the day against any smaller 
instrument ; but in fact I prefer Jeanne 

Demessieux’s existing version to this new 

one, even though M. Cochereau’s talents 

are not in question. He obviously has a 

fine sense of building up a phrase, he has 

a most efficient technique, he takes the 

fugue with real rhythmic gusto, and he 

avoids the excess of staccato into which 

Mlle Demessieux falls in her efforts to 

secure clean articulation. Only some of his 

registration changes sound clumsy—e.g. on 
to the big diminished seventh which starts 
off the Allegro deciso. He has, however, to 
cope with a considerably more reverberant 
building, which may well have dictated 
some of his slower tempi—which he makes 
entirely convincing ; but there is little he 
can do to get true clarity in the running 
semiquavers of the fugue, silence in dramatic 
pauses, or even audibility in the pedals 
under the big held chords at the beginning. 

Nor can he avoid the action noises which 

force themselves on our attention in quieter 

passages. He might, however, have used 
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different registration in places—not merely 
changing, for example, the rather fierce 
reed he uses for lyrical passages in the 
Adagie, but avoiding some of the out-of- 
tune reed choruses which strike the ear un- 
pleasantly on first hearing and become 
increasingly annoying on repetition : there 
is a shocker, for example, at the Un poco piu 
di moto towards the end of the second section. 
Organ enthusiasts will nevertheless (and 
rightly) want to hear this recording, to 
which the engineers have given their best 
attention. 


MOZART. Sonata in F major, K.Anh. 
135- Sonata No. 7 in C major, 
K.309. Sonata No. 12 in F major, 
K.332. Sonata No. 4 in E flat 
major, K.282. Paolo Spagnolo 
(piano). Decca LXT5219 (12 in., 
39s. 74d.). ; 

This is cool, fluent, and enjoyable playing, 
rhythmically vital if a little infiexible, and 
the choice of sonatas is excellent. The 
F major, K.Anh.135, is the charming 
Sonatina with its two, originally unrelated, 
movements in the same key, a derivative 
work that Kéchel excluded from his main 
catalogue and put into a supplementary list. 
The other F major work (K.332) is one of 
the finest of the Sonatas and is played by 
Paolo Spagnolo without any exaggeration 
of the dynamics, as sometimes occurs, in its 
dramatic fp passages—for this is not 
Beethoven. The pianist sings his way—so 
to speak—through the lovely slow move- 
ment, in which those readers who possess 
the excellent Associated Board Edition 
(Bowen-Raymar) will notice some small 
textual differences in the playing of the 
coda. Spagnolo’s strong rhythmic sense 
stands him in good stead in the brilliant 
finale. 

I also particularly enjoyed’ the perform- 
ance of the E flat major Sonata which 
begins, it may be remembered, with a slow 
movement and one carrying many of 
Mozart’s original dynamic directions ; 
these are not invariably observed by the 
pianist, but his playing of the charming 
movement is expressive. The final move- 
ment could have been done with more wit. 
The piano tone is of the right character and 
volume and well recorded. A.R. 


SCHUMANN. Davidsbindler Dances, 

Op. 6. Sonata No. 3 in F minor, 

-14, (“Concert sans Orchestre’’). 

Friedrich Wihrer (piano). Vox 
PL8860 (12 in., 39s. 74d.). 


Davidsbiindler Dances : 
Joerg Demus (11/54) WLP5232 


The Davidsbiindler (they can scarcely be 
called “‘ dances ”, as the composer himself 
realised when it came to the second edition) 
represent perhaps the most intimate revela- 
tion of Schumann’s feelings. Containing, as 
he admitted, his happily excited thoughts 
just before his marriage to Clara Wieck 
(on a thematic figure by whom the work is 
based), the pieces are each attributed to one 
or other element of his schizoid personality— 
the poetic and reflective Eusebius or the 
forceful and passionate Florestan. As such, 
there is a constant alternation of reverie and 
energy, which makes the set a fascinating 
entity. There exists already an excellent 
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recorded performance by Demus, which in 
terms of tone quality is not matched by this 
new one (where the piano tone is distinctly 
shallow) ; but Wiihrer’s actual playing, 
like that of his rival, is very fine: both these 
Viennese pianists have vitality, sure tech- 
nique and attack. The basic difference 
between them may perhaps best be 
expressed by calling Wihrer a Florestan 
type and Demus a Eusebius. The former 
has greater fire and incisiveness, but the 
latter greater subtlety of nuance not only in 
pieces like the innig No. 2, but also in the 
frisch No. 8. Demus captures the heart- 
easing simplicity of No. 11 better, but 
Wibhrer brings out better the humour of 
No. 12. 


Choice here may depend on the backing : 
by the adoption of speeds just that bit faster 
than Demus’s, and by cutting some of the 
numerous repeats, Wiihrer has time for the 
long Third Sonata (sub-titled Concerto 
without orchestra by Schumann’s publisher) 
written at much the same time as the 
Davidsbiindler, though later revised and 
shortened. Over this work there has always 
been disagreement among critics, some 
finding fault with it for weakness and 
repetition, others considering it the most 
interesting of the three sonatas. My per- 
sonal opinion of it as music being neither 
here nor there, I will say no more than that 
Wihrer gives an eloquent account of its 
rhapsodies which can be cordially praised. 
It should be remarked, in passing, that on 
neither side of this disc is the surface as 
quiet as might be. L.S. 


CHORAL AND SONG 


BACH. “Brich dem Hungrigen dein 
Brot *—Cantata for the 1st Sunday 
after Trinity, BWV39. Gunthild 
Weber (soprano), Lore Fischer (alto), 
Herman Schey (bass), Berliner 
Motettenchor, Berlin Philharmonic 
Orchestra conducted by Fritz Leh- 
mann. D.G.G. Archive AP13003 
(10 in., 29s. 64d.). 

This beautiful Cantata, ‘“‘ Give the 
hungry thy bread ’”’, begins with an orch- 
estral prelude in which a down-going two- 
quaver figure is given in succession to flutes, 
oboe, and strings and followed by more 
developed melodic writing. This prelude 
has been interpreted by Schweitzer as 
depicting a procession of the poor and 
suffering, and by Parry as the breaking of 
bread. You can take your choice : but the 
first suggestion seems to me the more reason- 
able. The second half of this wonderful 
chorus abandons the limping motive of the 
start for music of praise and rejoicing that 
the poor have been fed and clothed in our 
houses, and “so shall thy light ever break 
forth as though it were morrow ”’. 

The Berlin Motettenchor sing the chorus 
very well, though I should have liked a less 
staccato treatment of the florid passages, 
and the balance with the orchestra, here, as 
all through the work, is excellent. 

Hermann Schey sings (or is recorded) too 
loudly in the recitative following, after 
which Lore Fischer gives a good account of 
her touching aria, “‘ He who ne’er so feebly 
striveth, to be like his Saviour trieth shall one 
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day in heaven be”’, in which oboe and 
violin are prominent. Hermann Schey 
sounds too hurried and jerky in the bass 
aria and hardly succeeds in conveying the 
sense of the words “‘ To do good and have 
compassion forget thou not”, and his 
insensitivity is shown up by Lore Fischer’s 
singing of the recitative, before the Choral, 
in which real meaning is given to the words. 
Before this comes a lovely soprano aria, 
** Father, all I bring Thee, Thou Thyself 
hast given me” which, unfortunately, 
Gunthild Weber sings in a hasty and 
breathy kind of way that disturbs the vocal 
line. The second side of the disc gives 
rather short measure. ‘The German text 
only is given on the card enclosed with the 
disc. This is not enough : we do not all 
understand German. A.R. 


BERLIOZ. Nuits d’Eté, Op. 7. Victoria 
de los Angeles (soprano), Boston 
Symphony Orchestra conducted by 
Charles Munch. 

DEBUSSY. La Damoiselle Elue. Carol 
Smith (contralto), Victoria de los 
Angeles (soprano), Boston Sym- 
phony Orchestra conducted by 
Charles Munch, Radcliffe Choral 
Society directed by G. Wallace 
Woodworth. H.M.V. ALP1368 
(12 in., 39s. 74d.). 

Nuits @ Eté : 
Danco, Cincinatti S.O. ,Johnson 


(10/51) LX T2605 
Steber, S.O., Mitropoulos (7/56) NBL5029 
La Damoise lue : 


Micheau, Collard, Brasseur Chorale, 

Paris Cons., Fournet (12/52) LXT2743 

Gorge, Joly, C.-E. Orch., Inghelbrecht 
(2/55) DTL93009 
In his review of Eleanor Steber’s recording 
of Nuits d’Eté A.P. made several references 
to the metronome markings given to the 
songs, their non-observance in some of 
them, and the bad effect in Villanelle, the 
first song, of adopting the crotchet 96 
marked. It is certainly too slow a pace, as 
one hears at once in playing the new record- 
ing, or the Decca. Danco sings this song in 
better style than los Angeles, but there is no 
point in comparing voices of such funda- 
mentally different quality: it is important 
that los Angeles uses more variety of tone 
and is, I think, more responsive to the 
meaning of the words than Danco. I 
thought A.P.’s review of Steber rather 
harsh, though I agree that her interpretation 
is not wholly satisfactory. It is, to my mind, 
too operatic: but, while the A flats in Le 
Spectre de la rose are certainly out of focus, I 
did not detect much “vocal malaise” 
elsewhere. The voice is a beautiful one 
and the recording of voice and orchestra is 
better than in the five-year-old Decca disc. 


In the H.M.V. issue it is still better and the 


orchestral accompaniments are far more 
idiomatically played under Charles Munch. 
The tempo of Le Spectre de la rose, metro- 
nomically correct, is surely too slow (quaver 
96) and robs the song of the dream-like 
feel of the dance it should have. Maggie 
Teyte, on a 78, took it perhaps a little too 
quickly, but her rendering is unsurpassable. 
None of the other singers give such meaning 
to the last lines of the poem. Los Angeles 
sings, as always, with lovely tone and rises 
well to the climax, but the ultimate magic 








NALINI gf OOP tN EILEEN NAN 


Ss Rendhetiniioe ieee nncd sgetd ation cease, ace — - 


September, 1956 The GRAMOPHONE Advert 37 


Jome of pi-r | 








The 


Where.... 


you are able to hear your 
choice of equipment at the 
touch of a_ button. 


Where..... 


you are able to discuss your 
problems with a member of 
our technical staff. 


Where.... 


you can be sure of sound 
advice, and where only Largs 
can offer 








qa 





pi-Ft 


your 


—in this most compact form 


Any combination of equipment 
can be incorporated and the 
cabinet is finished to your own 
individual requirements. Con- 
temporary legs are available. 





LARGS of HOLBORN 


76-77 HIGH HOLBORN, W.C.1 
Call, Write or Phone:  HOLborn 7918 
Hours : 9—5.30 p.m. 9—1 Saturdays } 

















38 Advert 





The GRAMOPHONE 











HARTLEY-TURNER 
“315” Loudspeaker 


We referred in our June announcement to our 
12-in. High Fidelity Loudspeaker Type “ 315.” 
If any further proof of its excellence were necessary 
we should find that proof in the letters of appreciation 
that we receive from satisfied users. 

We repeat for the benefit of readers who missed 
that announcement the main details of its specification. 


Power Handling Capacity 15 watts Peak A.C. 
Flux Density... __..... 14,000 Gauss. 


Voice Coil Impedance ..... 4 or 15 ohms (Please 
state on order). 


Fundamental Resonance 30c/s. 


Frequency Coverage _..... 25 c/s.—15 Ke/s. 

0 Die cast non-magnetic 
alloy. 

Overall Diameter ___...... 12.1/8 in. 

Overall Depth ... _.... 63 in. 

Net weight =... ——_—=i—=e.zw.. 7 Ib. 9 oz. 

Packed weight ... _.... 9 Ib. 9 oz. 
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FREQUENCY RESPONSE 
Retail Price 


10 Guineas 
(Carriage paid in Great Britain) 


H. A. HARTLEY CO. LTD. 


66 Woodhill, Woolwich, London, S.E.18 
Telephone : WOOlwich 2020 (Ext. CB.32) 
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THE GRAMOPHONE EXCHANGE LTD 
(now in its 50th year of Record Service to the Public) 





NEW LONG-PLAYING RECORDS 
BY POST FROM 


ASTRA HOUSE 


Expertly packed—minutely examined and despatched 
by return. Post and Packing free on receipt of remittance 
in United Kingdom. Orders over £10 free to any part 
of the world. 

FOR CALLERS 

We have six Audition Rooms fitted with High-Fidelity 
instruments, where you can hear your records before 
purchasing, if so desired, and a staff of capable assistants 
who can give really knowledgeable advice on your choice 
of recording and performance. 


EXCHANGE 
At the same time we can relieve you of any unwanted 
L.P.s or 78 r.p.m.s you no longer wish to keep, in part- 
payment for the records you do want. Records handed 
in for allowance must be in perfect condition—damaged 
or worn records can only be treated as scrap. 


STORAGE 
SECTIONAL POLISHED WOODEN STORAGE 
UNITS WITH SLIDING DOORS. 

To house 100 12-in. or 10-in. L.P. or other records, in 
their original sleeves, 64s. 6d., plinth 7s. 6d. extra. To 
house 150 12-in. or 10-in. L.P. or other records, in their 
original sleeves, 97s. 6d., plinth 9s. 6d. extra. 

Packing and Carriage extra 


RECORD STORAGE BOXES IN BOOK FORM 

To assist you in storing L.P. records, also in their 
original sleeves, boxes in book form to hold approx. 
12 12-in., 10-in. or 7-in. records may be had in three 
colours : Red, Green or Black. 


12-in. size. . - = - 12s. 6d. 
10-in. size? . “a oa ie 8s. 6d. 
7-in. size... = - a 6s. 6d. 


Packing and Postage 2/- extra. 


THE GRAMOPHONE EXCHANGE 


Astra House 
121-123 Shaftesbury Avenue, London WC2 


Midway between the Palace and Saville Theatre 
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is, to my mind, absent. She uses suitably 
dark tone in her singing of Sur les lagunes, a 
poignant night-piece, and catches the 
atmosphere of it perfectly. 

Absence, in which again Maggie Teyte 
excelled, is better sung at the end than at 
the start, but is never less than good: the 
level, however, alters a bit in this song, the 
voice sounding a little more distant. The 
singer’s tone is a bit pinched in Au cimetiére— 
a song with a tryingly high vocal line—and 
both Danco and Steber are better in it, 
though los Angeles gives us some lovely 
moments. The Gounod-like last song, L’ile 
inconnue, is joyously sung. 

Apart from a little less good recording 
and a rather noisy surface I prefer Decca’s 
disc of La Damoiselle élue to this one, which 
never quite lives up to the promise of the 
sensitively played prelude. The over-bright, 
rather school-girlish, voices and indistinct 
enunciation of the Radcliffe Choral Society 
are partly responsible for this—though the 
words of the Elisabeth Brasseur Choir were 
not very clear but were patently French 
when heard—and the too forward placing 
of the soloists does not help the creation of 
the right atmosphere. Carol Smith, the 
contralto, is adequate and los Angeles sings 
with all her purity of tone, but never quite 
conveys to me the feeling that she is the 
Blessed Damosel as did Janine Micheau— 
vocally far less good. In sum the music 
never quite gets airborne. 

A lot of people will be happy with this 
performance and wonder at the reserva- 
tions with which I greet it, and which I can 
best express by saying that an indispensable 
sensuous element is lacking. A.R. 


BERLIOZ. Requiem, Op. 5. Rochester 
Oratorio Society Chorus and 
Orchestra conducted by Theodore 
Hollenbach. Philips NBL5034-5 
(two 12 in., 67s. 11d.). 

“It was a prey I had long stood in 
ambush for ’’, Berlioz said on the subject of 
the Requiem Mass. He certainly approached 
the sublime text as matter for highly 
dramatic presentation, but I find it much 
more than ‘‘a sepulchral sonority’’, as 
one writer puts it. 

My German score renders the English 
tite as ‘“‘Grand Death Mass” and 
certainly the emphasis is on the dark angel 
but there are gleams of the lux perpetua here 
and there: or, if the work seems spiritually 
void to a listener, he can find plenty to 
interest him in the virtuosities of scoring in it 
and in the imagination shown. 

Noise, at any rate, is not its chief element. 
Berlioz had to take into account the 
acoustics of the Chapel of St. Louis at the 
Invalides where the Mass, commissioned by 
the Minister to commemorate the French 
soldiers who had fallen in the Algerian 
campaign of 1837 was to be first performed 
and so greatly increased his vocal and 
orchestral forces for the occasion: thus, 


no doubt, perpetuating the legend of an 
infernal din. 

The Mass makes great demands on the 
chorus and these are, on the whole, very 
well executed by the Rochester Oratorio 
Society. They sound to be a youthful body, 
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full of enthusiasm and determined not to 
be defeated. The tenors are occasionally 
weak and shallow in tone, as for example in 
the “ Te decet hymnus”’ section of the 
Introit, and the sopranos sound exhausted 
at the end of Lacrimosa, a tasteless and 
overlong movement ; but the basses shout 
the Tuba mirum through the cataclysmic 
orchestral outburst untiringly. Ray de 
Voll, the tenor soloist in Sanctus, a movement 
of welcome lyrical relief, strains painfully 
at his high notes and is really not weighty 
enough for his part. The orchestra plays 
well for Theodore Hollenbach who directs 
a performance lacking, needless to say, the 
magnificence and subtlety Sir Thomas 
Beecham brings to the work, but vivid and 
exciting and by no means insensitive in 
those portions of the score that call for 
imaginative treatment, such as Quid sum 
miser: to enjoy which, Berlioz said, required 
** a very fine musical sensibility.” 

The celebrated orchestral scoring of 
Hostias, which has several repetitions of a 
full chord divided between eight trombones 
playing a low note in unison and three 
flutes filling in the rest of the chord above, 
also comes out well and so does the extra- 
ordinarily imaginative scoring of Agnus Dei 
(the opening section) in which wood-wind 
chords are faintly echoed by the violas 
which hold the harmony as the wind cease 
to be heard—an effect noted perhaps both 
by Stravinsky and by Holst. 

In both cases men’s voices only are used 
but in the Offertorium, the best movement in 
the work, the women sing in octaves with 
the men almost throughout at a medium 
pitch. One would think that the Sonata sopra 
Sancta Maria from Monteverdi’s Vespers must 
have been the model for this astonishing 
movement, so identical is the procedure: 
but there is no evidence that Berlioz had seen 
the score though he mentions the composer 
in his Treatise on Orchestration. The gradual 
soft establishing of the chord of D major, 
note by note, at “ promisisti ”’ is one of the 
most magical effects in all music. Other 
unforgettable things are the wailing figure 
that haunts the opening Reguiem aeternam 
and Kyrie, and the utter surprise of the quiet 
start of Dies irae. Tuba mirum, as several 
writers on Berlioz have noted, is common- 
place in material, however shattering in 
effect ; it has no more artistic value than 
Napoleon’s huge and hideous sarcophagus 
in Les Invalides. Rex tremendae majestatis 
is a much grander and more truly worthy 
piece and the utter contrast between it 
and the lovely a capella chorus Quaerens me 
is memorable. 

The balance between chorus and 
orchestra is reasonably good except in the 
opening number, in which the latter is too 
faintly heard. 

The recording needs a good reproducer 
and even so there may be trouble with 
excessive reverberation, as I have found, 
in the loud portions. 

There is only one other recording, a 
transfer from 78’s on the American 
catalogues, so this later one—the first to 
reach us—is to be welcomed. The text is 
given on one of the sleeves, an excellent 
note on the work on the other. A.R. 





135 


BRAHMS. Eight Gipsy Songs, Op. 103. 
DVORAK. Gipsy Melodies, Op. 55. 
Hilde Zadek (soprano), Geza Frid 
(piano). Philips SBR6208 (10 in., 
24s. Od.). 
Gipsy Melodies, Op. 55 : 


Lichtegg, Hauesslein (5/55)LW5146 


The right kind of feeling and impulse are 
here, but from first to last Hilde Zadek 
hardly ever sings a well-centred note and 
her unsteady tone and blurred vocal line 
rob one of any pleasure in her interpreta- 
tions. This is all the more regrettable since 
the lovely Brahms Cigeunerlieder have not 
been recorded before on LP and the best 
performance of the Dvorak Gipsy Songs 
(Hilde Réssl-Majdan on Nixa) has now been 
deleted. 

Miss Zadek is best in the quiet lyrical 
numbers of the two cycles, but even in 
them the tone is not really steady. Geza 
Frid is an alert and sensitive accompanist 
and *the balance and recording are good. 
I have heard Miss Zadek in much better 
form than this and can only assume the 
recording found her on a bad day. In that 
case why issue it? The disc is one of 
Philips’s cheaper issues in the “‘ Favourite 
Music Series ’’, but must not be taken as 
any indication of the standard achieved by 
the rest. A.R. 


LASSUS. Neue teutsche Lieder : 
Audita nova! Der Bawr von Eselz- 
kirchen ; Hort zu ein news gedicht ; 
Baur was tragst im Sacke; Die 
Fasznacht ; Ist keiner hie ; Der wein, 
der schmeckt ; Im lant zu Wirtenberg ; 
Im Mayen; Tritt auff den rigel vor 
der thiir; Ein meidlein zu dem 
brunnen gieng. Chansons, Madri- 
gals, Villanelle : Je l’ayme bien; 
Un doux nenny; Hélas, quel jour ; 
Le tems passé ; En espoir vis ; Or-sus, 
filles, que l’on me donne ; Scais-tu dire 
PAvé ?; Un dubbio verno; Hor vi 
riconfortate ; S’io ti vedess’ una sol ; 
Io ti vorria contar la pena mia; 
Tedesca: Matona mia cara (‘‘ Lands- 
knechtsstandchen’”’); Echo: O 1a, o 
che bon eccho. Singgemeinschaft 
Rudolf Lamy directed by Rudolf 
Lamy. D.G.G. Archive APM14055 
(12 in ., 19s. 74d.). 

This disc gives an excellent picture of one 
aspect of the many-sided genius of the great 
sixteenth-century Netherlands composer. 
Here are examples of his secular (often 
humorous) writings in German, French and 
Italian, over a period of thirty years from 
his first published collection in 1555. We 
may observe his fondness for humorous 
dialogue pieces (Scais-tu dire Ave? and 
Baur, was tragst im Sacke ?), admire the 
rhythmic freedom of Hért zu ein news 
gedicht and Io ti vorria contar la pena mia, and 
enjoy his subtle treatment of words. 

To all these performances the Rudolf 
Lamy Choir brings an accomplished 
ensemble, an impeccable intonation and a 
fine flexibility. One might perhaps prefer 
less staccato singing in general, and clearer 
enunciation in the chansons (the German 
and Italian are considerably better in this 
regard) ; but otherwise the work of this 
lively and admirable body is entirely 
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praiseworthy. Most of the recording is very 
clear and forward: one or two pieces, 
obviously taken at a different time, are 
slightly less so. Only the layout of the disc 
may be criticised: the French pieces all 
follow one another with scarcely pause for 
breath, so that the effect of each is jostled ; 
and perhaps one of these days D.G.G. will 
adopt a method of scrolling off bands which 
can be related to some rational system, 
instead of being, as at present, quite 
arbitrary. But such considerations are 
unlikely to mar our enjoyment of Matona 
mia cara, for example, which is sung with a 
most attractive lilt, or O la, che bon eccho, of 
which this is easily the best recording I 
know. P.B. 


MACHAUT. La Messe de Nostre 
Dame. Ten Secular Works— 
Triple Ballade: Sans cuer—Amor 
doleur—Dame par vous; Ballade: 
Je puis trop bien; Motet: Qui és 
promesses—Ha! Fortune (Tenor: Et 
non est qui adjuvet) ; Rondeau: Puis 
gu’en oubli; Virelai: De tout sui 
si confortée ; Ballade: Nes que on 
porroit les estoilles nombrer ;_ Triple 
Ballade: De triste cuer—Certes je di— 
Quant vrais amans; Virelai: Se je 


souspir; Complainte: Tels rit au 
main qui au soir pleure; Double 
Ballade: Quant Théséus—Ne quier 
véoir. Pro Musica Antiqua, 


Brussels, directed by Safford Cape. 
D.G.G. Archive APM14063 (12 in., 
39s. 74d.). 

I have a bone to pick with the D.G.G. 
Archive Series. It is presumably the inten- 
tion of the distributors of these admirable 
records in this country to secure as big sales 
as possible. I have noted elsewhere in this 
issue the insufficiency of giving only the 
German text of a work (the Bach Cantata 
“ Brich dem Hungrigen dein Brot”) but 
that is better than giving no information at 
all as to the purport of the secular works on 
this Machaut disc, though we are told by 
what forces they are sung and played. Not 
everyone has the collected edition of 
Machaut’s works or understands antique 
French. 

There are at least five editions of the 
so-calied Mass of Notre-Dame, of which the 
one here recorded is by Charles van den 
Borren and Stafford Cape. It is a great 
improvement, as regards performance and 
recording, on the old Anthologie Sonore in- 
complete issue and includes the “ Ite Missa 
est ’’ at the end of the setting. The recording 
is of the direct type and the singing suffers, 
I think, from lack of variety in dynamics, 
and also from the omission, in the Kyrie, 
of the plainsong interpolations. The pace 
and the level of tone remain practically 
unchanged throughout. I should have liked 
to have heard a softening (and even a 
ritardando) at the long notes of “‘Jesu Christe”’ 
in the Gloria, if not, also, in the “* Qui tollis 
peccata mundi” preceding it; and cer- 
tainly at “Qui propter nos homines”’ in the 
Credo. Otherwise the singing is admirably 
clear—although recorded with an Albert- 
Hall-like echo. But the acute dissonance 
(in the Chailley edition I was using) at the 
Crucifixus seems to have been ironed out. 


The GRAMOPHONE 


The secular songs, the first of them for 
instruments only, are quite delightful and 
are very well sung, and I particularly 
enjoyed the two Virelais, and the sonorous 
double-Ballade “‘ Quant Théséus ”’. 

The melodic beauty and shapeliness of 
these songs is remarkable and they are sung 
and accompanied on this disc with a true 
understanding of the style. A.R. 


STRAVINSKY. L’Histoire du Soldat. 
The Devil Robert Helpmann 
The Soldier Terence Longdon 
The Narrator Anthony Nicholls 
Arthur Leavins (violin), Edmond 
Chesterman (double-bass), Jack 
Brymer (clarinet), Gwydion Brooke 
(bassoon), Richard Walton (trumpet), 
Sidney Langston (trombone), 
Stephen Whittaker (timpani) con- 
ducted by John Pritchard. H.M.V. 
ALP1377 (12 in., 39s. 74d.). As 
performed at the Edinburgh Festival, 
1954, in collaboration with Glynde- 
bourne Opera. 

Ensemble, Vardi (12/55) PL8990 

The difference between this new 
recording of The Soldier’s Tale and the 
excellent one issued by Vox lies not merely 
in the exchange of English for American 
voices (which, of course, alters the locale) 
but in the use of a far more racy, indeed 
a brilliant, translation of the text by 
Michael Flanders and Kitty Black and, also, 
of a far more dramatic ending. 

The Soldier is hesitating to cross the 
frontier to visit his Mother, remembering 
the Devil’s warning. “Say yes, say yes, 
Say yes,” reiterates the evil voice and then 
comes a devilish cackle of high-pitched 
laughter and we realise the Soldier is lost— 
at that point the instruments break into 
the Devil’s Triumphal March. This terrify- 
ing moment is only hinted at in the Vox 
issue ; there is no satanic laughter and the 
March ends with the loud drumming 
customary when the Suite is played. On 
the H.M.V. disc the drumming softens and 
we hear three times the voice of the Princess 
who was following the Soldier a little way 
behind, calling faintly “Joseph”; the 
effect is indescribably poignant. 

Eric Walter-White says in his book on 
the composer that the work is not really 
effective in the theatre. This may be so— 
I didn’t see the Edinburgh Festival perform- 
ance in 1954, reproduced here—but it is 
certainly effective on disc with one exception, 
the Three Dances (Tango, Waltz and 
Ragtime) which seem, the last particularly, 
long. The American instrumental group 
score here, as they play the music in com- 
pletely idiomatic style whereas the English 
group are frankly a bit dull. I liked also their 
prolongation of the held chords in the 
Great Choral under the voice. The Vox 
issue is more forward than the H.M.V. and 
has rather less atmosphere. Both groups 
of players and actors are, in general, 
admirable, though Robert Helpman is, I 
think a more devilish Devil than Frederic 
Warriner, but with such a very good 
translation, of perhaps a slightly different 
version of the text, the work makes a greater 
impact. It is extremely well and most 
realistically recorded. A.R. 


September, 1956 


PURCELL. Two Anthems: In The:. 
O Lord, do I put my trust: O sing 
unto the Lord. Five Secular Songs : 
Soft notes and gently raised ; ’Tis wine 
was made to rule the day ; O what a 
scene does entertain my sight ; When 
the cock begins to crow ; How pleasant 
is this flowery plain. Saltire Singers 
with Instrumental Ensemble. 
D.G.G. Archive APM14059 (12 in., 
39s. 74d.). 

The Archive cards give a lot of useful 
information, but sometimes not enough. 
There is, for example, no indicatic-n of the 
nature of the “ secular songs ” recorded on 
this disc. In actual fact, “‘ Soft notes and 
gently raised ”’, “‘O what a scene’’, and 
** How pleasant is this flowery plain ”’, are 
secular cantatas for soprano and tenor (the 
last) or soprano and bass, with recorders 
and continuo. ‘“’Tis wine was made to 
rule the day ” and “‘ When the cock begins 
to crow ”’ are three-part songs (two sopranos 
and bass) with continuo, though (and I 
think more realistically) the tenor takes over 
the first soprano part in this recording in 
praise of wine. 

The performance of these little works 
must not be judged by the opening number, 
** Soft notes ’’, in which the soprano sounds 
tremulous and fails to make her words tell. 
Matters improve thereafter and there is 
some really delightful singing and accom- 
panying. I enjoyed, particularly, the 
drinking song and the song about the cock- 
crow, with realistic imitations of the owl and 
the cricket, etc. The words are commend- 
ably clear in these songs, and in the rest. 

The first of the anthems, “ In thee, O 
Lord ”’, is not a specially interesting work, 
but “ O sing unto the Lord ”’ is a splendid 
piece which foreshadows Handel’s later 
achievements. Sung by four solo voices it 
lacks the weight a choir would add: but 
otherwise this, and the other anthem, are 
very well sung and the words are clearly 
heard. All in all this is a delightful record. 

A.R. 


OPERATIC 
BOITO. Mefistofele. 
Mefistofele Boris Christoff (bass) 


Faust Giacinto Prandelli (ten.) 
Margherita Orietta Moscucci (sop.) 


Marta Amalia Pini (con.) 
Wagner Piero de Palma (ten.) 


Orchestra and Chorus of the 
Opera House, Rome, conducted by 
Vittorio Gui. Chorus Master: 
Giuseppe Conga. H.M.V. ALP1369- 
70 (two 12 in., 79s. 3d.). Recorded in 

the Opera House, Rome. 
; Capuana (3/54) ULP9230-1/3 
This new recording of Mefistofele omits 
the whole of the Fourth Act of the opera, 
which contains two scenes from the second 
part of Goethe’s Faust that symbolise, in the 
union between Helen and Faust, the 
marriage of Greek and German ideals. | 
cannot personally regret the omission as it 
makes for better dramatic continuity to 
have the death of Margaret in Act 3 
followed by the death of Faust in Act 5 
(the scene being once again his laboratory, 
as in Act 1), whereas the sudden switch to 
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TAMAGNO : Trovatore : Di quella pira 

BATTISTINI : Ballo in Maschera: Alla vita 

PLANCON : Don Carlo : Elle ne m’aime pas 

PATTI : Don Giovanni : Batti, batti 

SEMBRICH : Norma: Casta Diva 

SEMBRICH : Semiramide : Bel raggio 

MELBA : Hamlet : Mad scene 

MELBA and CARUSO : Boheme : Soave fanciulla 
CARUSO : Favorita: Spir’to gentil 

SCOTTI: Falstaff : L’Onore 

SEMBRICH and SCOTTI: Don Pasquale : Vado, corro 
PLANCON : Damnation of Faust : Chanson de la puce 
RENAUD : Herodiade : Vision fugitive 

SEMBRICH : Merry Widow : Vilja 

CALVE : Carmen : Habanera 

FARRAR : Manon : Gavotte 

CARUSO : Pagliacci : No, pagliaccio non son. 42/6 


McCORMACK and MARSH : Carmen : Parle-moi de ma}mere 
AMATO and MATZENAUER : Carmen : Si tu m’aimes 
CARUSO : Macbeth : Ah la — mano 

CLEMENT : Manon: Le rev 

CARUSO and FARRAR : ~ ll : On l’appelle Manon 
DESTINN : Aida: O Patria mia 

HEMPEL : Puritani}: Qui la voce 

HEMPEL and AMATO : Traviata : Dite alla giovine 

MUZIO : Boheme : Mi chiamano Mimi 

McCORMACK : Joseph : Champs paternels 

ALDA : Manon Lescaut : In quelle trine morbide 

RUFFO : Tosca: Gia, mi dicon venal 

RUFFO : Gioconda : O Monumento 

SLEZAK : Queen of Sheba (Goldmark) : Magische Tone 
CARUSO : Manon Lescaut : Donna non vidi mai 42/6 


CARUSO : Africana: Deh, ch’io ritorni 

GIGLI: Andrea Chenier : Improvviso 

MARY GARDEN : Carmen: Air des cartes 

AUSTRAL : Flying Dutchman : Senta’s ballad 

MARTINELLI : William Tell : O muto asil 

PONSELLE, MARTINELLI and PINZA : Forza del Destino : final trio 
CHALIAPIN and KLINE : Don Quixote (Massenet) : Death scene 
GALLI-CURCI : Hamlet : Mad scene 

ONEGIN : Don Carlo: O don fatale 

KOSHETZ : Prince igor : Jaroslavna’s aria 

SCHIPA : Barber of Seville : Se il mio nome 42/6 


PINZA : Don Giovanni : Finch han dal vino and Serenata 

LEMNITZ : Nozze di Figaro : Dove sono 

LEIDER : Don Giovanni : Or sai chi l’Onore 

MELCHIOR : Walkure : Wintersturme 

FLAGSTAD : Oberon : Ozeanarie 

KIPNIS and RUZICZKA : Rosenkavalier : Ochs’ Waltz scene 

PONS : Lakme: Bell song 

RETHBERG : Ballo in Maschera : Morro, ma prima 

TIBBETT. BAMPTON. MARTINELLI : Simone Boccanegra : Act 3 scene 
BJORLING : Trovatore : Ah si ben mio 

RAISA : Andrea Chenier : La mamma morta 

SOQUEZ : Ernani: Ernani involami 42/6 


MAYNOR : Louise : Depuis le jour 

BAMPTON : Damnation of Faust : D’amour I’ardente flamme 
TRAUBEL : Alceste : Divinities du Styx 

WARREN : Contes d’Hoffmann : Scintille diamant 

TEYTE : Tableau Parlant (Gretry) : Vous etiez. 

MILANOV : Norma: Casta Diva 

GIGLI and ELMO : Trovatore : Ai nostri monti 

ALBANESE and MERRILL : Traviata: Dite alla giovine 
BJORLING : Turandot : Nessun dorma 

STEBER : Porgy and Bess : Summertime 

RISE STEVENS : Nozze di Figaro : Non so piu 

NOVOTNA : Hubicka (Smetana) : Cradle Song 

PEERCE : Lucia: Tombe... Fra poco a me 42/6 


FRITZ KREISLER plays 6 Concert encores and 6 of his own composition}42/6 


Previous issues also in stock : 
PMAI024 CONCHITA SUPERVIA : scenes from ‘‘ CARMEN ”’ 39/74 


ALP1276 


FLAGSTAD and MELCHIOR : scenes from Parsifal and Lohengrin 39/74 


DGMi8029 SCHLUSNUS : Recital of Lieder (Schubert, Wolf, Strauss etc.) 39/73 
PMB!I006 TAUBER : From Lehar operettas, etc. 29/63 
PMBi007 TAUBER : Songs of Old Vienna 29/63 
PMBi009 TAUBER : Songs of Stage and Screen 29/64 


AUTUMN EDITION of ‘‘ COLLECTORS’ PIECES "’ (our Special and Historic Catalogue) 
ready late SEPTEMBER. 2/- post free, place your order now. 


COLLECTORS’ CORNER 


6&2 NEW OXFORD STREET, LONDON, W.C.! (LANgham 6155) 
6 MONMOUTH STREET, LONDON, W.C.2 (TEMple Bar 5614) 








Delyse 


PRESENT AN OUTSTANDING RELEASE. 


Music from Vienna 





by 
JOHANN STRAUSS _— STRAUSS 
1. Galop. olka Franca 
LEICHTES BLUT. (High Spirits.) GNOMEN POLKA. 
2. Waltz. 2. Waltz. 
LAGUNEN. DYNAMIDEN. 
3. Polka Francais. 3. Polka Mazur 
VON DER BURSE. DIE NASS WALDERIN. 
4. Waltz. 4. Waltz. 
TALES FROM VIENNA WOODS. MEIN LEBENSLAUF. 
5. PERPETUUM MOBILE. 5. GALOP VELOCIPEDE. 


LESLIE BRIDGEWATER (Conductor). 


THE ORCHESTRA. 
Jean Pougnet Wilfred Parry 
Alfred Sverdloff Sidney Sax John Russell 
Frederick Riddle Anthony Pini Re Collier Osian Ellis 


Leon Goossens Geoffrey Gilbert Gundam Brooke Jack Brymer Henry Krein James Blades 


Delysé 





E.K. 2123. L.P. 12 in. 33} r.p.m. 35/14 in. Tax. 
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Selecta Gramophone Ltd., 50 Southwark Bridge Road, S.E.|!. 
Duwe (Wholesale Ltd.), 37 Lever Street, Manchester. 
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SAZZ or 
CLASSICAL... 





come «thrill to 


the magic of Ei i-Ei 
cee com port/ 


Been to Earl’s Court? A wonderful show ... but it can be 
tiring ... and it can be hot. 


At our demonstration rooms at Southall and our newly opened Richmond 
branch, you can hear almost any equipment you’d care to mention, any record 
you please, in peace and comfort. Need we say more ? Do come along. 


You'll find Mr. Sawyer at Southall and Mr. Bunt at Richmond .. . both 
thoroughly versed in “ hifimanship”’ . . . both delighted to help you choose 
wisely and well. 


The Musicraft Folded Exponential Horn enclosure with its small overall 
dimensions and clean, contemporary design, its sensitivity and efficiency at low 
volume levels, its crispness and clarity of tone, represents a masterly combination 
of all the features desirable in such equipment. Make a point of hearing it. 


You always hear the best at Musicratt 


20/22 High Street, Southall, Middx. Tel.: SOUthal! 3828 
Open till 8 p.m. Fridays, Wednesdays close at | p.m. at both branches Opp. Town Hall. Buses 83, 105, 120, 607. Western Region Trains. 





13 King Street, Richmond, Surrey. Tel.: RiChmond 6798 
SE Buses 27a, 33, 37, 65, 90,906. L.M.S., Southern Region or District Trains 
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New 3-speaker 





system 
by Wharfedale 


at £37.10.0 complete 






Model SFB/3 


Reg. Design 881,557 


. Here, at last, is a wide range, high quality 
with the following attributes : speaker which can easily be accommodated 
in the average room, can be placed in the 
: ; best position for listening, and be moved 
* Free-standing and easily moved against a wall when not in use, with choice 
* Resonance-free: Sand-filled Baffle _ of Walnut, Oak, Mahogany and Maple 


* Omni-directional Veneers. 


* Frequency range: 30 c/s to 20,000 c/s | SPECIFICATION. Size 34” x 31” x 12” 
| Weight 64 Ib. Bass Resonance 30/35 c/s. 


* Attractive appearance 


* Moderate price Impedance 8/15 ohms. Max. input 15 watts. 
UNITS. 
IMPEDANCE CURVE — Note the unusually level W12/SFB, 10 in. Bronze/SFB, Super 3. The 12 in. 
impedance which typifies the wide frequency response and 10 in. units are in parallel. This arrangement 


gives very smooth results over the full range with a 
3 DB gain at low frequencies. The Super 3 is again 
in parallel via 4 Mfd. capacitor and is mounted ona 
small baffie facing upwards. The efficiency of the 
system is high and will give full domestic volume 
from any good 5-watt amplifier. The baffle is sand- 
filled ; there is no cabinet resonance because there is 
no cabinet. | 

The 12 in. and 10 in. units are specially built and 
MATCHED FOR OPTIMUM RESULTS from 
this system. Baffles cannot be supplied separately. 


OWMS 


IMPEOANCE /N 





FREQUENCY IN cfs 


Made and Fully 


Tropical model made with resin bonded plywood can be supplied at £2.0.0 extra 
Guaranteed by WIRELESS 


Whartedalez:: 


IDLE - BRADFORD - YORKS. Telephone : Idle 1235/6 
Telegrams : Wharfdel, Idle, Bradford. 
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Goodmans’ new “VISCOUNT” Loud- 
speaker enclosure looks well in any 
setting. Handsomely styled in light 
mahogany with a contrasting front panel 
of woven plastic material, this attractive 
cabinet is built to the AXIOM ENCLOSURE 
Specification and incorporates Good- 
mans’ famous ACOUSTICAL RESISTANCE 
UNIT. The “VISCOUNT” can be supplied 
with or without loudspeaker fitted. 
Reight: 28 in., width: 24 in., depth: 21 in. 


Recommended units for use in this en- 
closure are the AXIOM 150 Mk. II or the 
AXIOM 22 Mk. II where a full range system 
is required. The AUDIOM 60 or the 
AUDIOM 70 may also be used in this 
cabinet as bass units in multi-channel High 
Fidelity systems. 






| @AXIOM 150 Mk. I! 
| 12 in. 1§ watts. 
t Freq. coverage: 
F 30C.p.s. to 15 kes. 
Impedance: 15 ohms. 







AXIOM 22 Mk. Il » 


12 in. 20 watts. 
Freq. coverage: 
30 c.p.s. to 15 ke|s. 
Impedance: 15 ohms. 





Wie on cates 


“VISCOUNT” Enclosure only............ £19: 19:0 
“VISCOUNT” & AXIOM 22 Mk. If...... £35: 8:0 
“VISCOUNT” & AXIOM 150 Mk. Il ... £30: 14:9 


CTerelo beats bak. 
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... another new product from Goodmans! 
Provision is made for mounting TREBAX high frequency pressure unit in the front baffle. The 
aperture for this purpose is blanked off by a detachable panel, and a similar arrangement 
is made in the rear wall to facilitate the fitting of a variable attenuator for TREBAX. TREBAX 
may be fitted to the “‘vISCcOoUNT” only with AXIOM 150 Mk. II and AXIOM 22 Mk. II loud- 
speakers: in each case crossover type XO 5,000 should be used. 


See the “Viscount” at the Radio Show NOW! 
Stand no.105.......Demonstration Room D.7 





Post the coupon for leaf- ¥ — op mans INDUSTRIES, LTD. AXIOM WORKS, WEMBLEY, MDDX 
lets giving full details of | 


this latest addition to the || Full details of the “VISCOUNT” please. 
| ti 

















Goodmans range of High | 
Fidelity components. Name ' 
|| Address ! 
GOODMANS INDUSTRIES, LTD., AXIOM WORKS, WEMBLEY, MIDDX. ; vs sevens 
Phone: WEMbley 1200 Cables: Goodaxiom Wembley England nen ne ances GIO 
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Greek territory in Act 4 seems unnecessarily 
dragged in. A number of other cuts are 
made, only one being at all extensive ; this 
one comes at the start of Act 1, in which the 
curtain is brought up on the entrance of 
Faust and Wagner, the opening chorus being 
omitted. 

Vittorio Gui’s handling of the Prologue 
does not have the overwhelming effect 
P.H.-W. noted in his enthusiastic review of 
the Toscanini disc (H.M.V. ALP1363), but 
it has distinct merits of its own. One misses 
the boys’ voices in the Cherubins chorus of 
the enchanting vocal scherzo, and the 
quicker tempo and sharply edged treatment 
of the instrumental scherzo preceding it, 
but the Rome Opera Chorus do very well 
and the big climaxes are exciting. 

Neither H.M.V.’s Nicola Moscona or 
Nixa’s Guilio Neri can stand up to Boris 
Christoff’s Mephistofele, which is a virtuoso 
performance modelled, like the singer’s 
Boris, on that of Chaliapin. Christoff is 
recorded as if he were singing from the front 
row of the stalls. His ‘‘ Ave Signor ”’ is 
terrific, his use of portamenti liberal, but 
the voice is really out of focus. Giacinto 
Prandelli is a much more lyrical and 
sensitive Faust than Gianni Poggi and sings 
his lovely solo “*‘ Dai campi, dai prati”’ in 
Act 1 in excellent style. Needless to say 
Christoff makes the most of his solo “* Son 
lo spirito che nega’’, which is spine- 
chilling. . 

Orietta Moscucci is a touching and 
poignant Margaret, acting well with her 
voice and producing pleasing tone except 
above the stave, when any pressure makes 
her become shrill. Rosetta Noli was more 
satisfactory in this respect, but less so in 
sensitivity. 

The Garden Scene and The Night of the 
Sabbath are both well done—though the 
balance in the former when all four voices 
are engaged is rather poor—and I was 
haunted for some time by Christoff’s 
“Su camina, camina, camina’’, and by 
the spirit of evil that pervades the Sabbath 
Night scene, in which Christoff is, of course, 
the dominating factor. The witches, 
however, are too refined. 

The brief Third Act, Margaret’s death, 

is Boito’s masterpiece. Orietta Moscucci 
begins *‘ L’altra notte’? excellently, con- 
veying the fevered mind of the poor girl in 
her tone, but the rapid climaxes defeat her— 
they are smudgily sung—though she 
manages the two cadenzas well and sings 
the whole of the second one, as Rosetta Noli 
did not. 
_ The exquisite duet “‘ Lontano, lontano’’ 
is most beautifully sung by both Moscucci 
and Prandelli and is another of the things 
in this uneven but often strangely beautiful 
opera that haunt one for days. 

Faust’s death, in Act 5, is not nearly so 
poignant—he appears to be getting off very 
lightly—but the entry of the chorus, with 
the lovely ‘* Ave Signor ” melody from the 
Prologue, and Mephistofele’s gradual loss 
of power under the shower of roses, makes 
an effective end. , 

The orchestral playing is good and one 
feels that Gui loves this music and is giving 
his best to it. Some of it has faded and 
seems amateurish, but one is—if unfamiliar 
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with the opera as a whole—continually 
being surprised by imaginative and poetical 
moments achieved by quite simple means 
but strangely memorable. It is, in this 
respect, perhaps the most fascinating opera 
one knows. 

The recording, apart from the criticisms 
mentioned above, is spacious and much 
superior to that of the Nixa performance: 
and the big climaxes are well contained by 
my reproducer. 


MOZART. Bastien und Bastienne. 


Bastienne Rita Streich (sop.) 
Bastien Richard Holm (tenor) 
Colas Toni Blankenheim (bass) 
Repetiteur Herbert List 


Munich Chamber Orchestra con- 
ducted by Christoph Stepp. D.G.G. 
DGM18280 (12 in., 39s. 7+d.). 
Pritchard (9/54) ABL3010 
This is the version to go for supposing 
that you want a LP Bastien und Bastienne— 
and no one need blush if he does not. The 
version under Pritchard was graceful as far 
as the orchestra went, but the singing lacked 
charm, even more so than on the deleted 
Nixa set (with two women). Here the 
heroine sings most pleasingly, the tenor has 
some character and the bass is not too 
heavy-footed. The music is smoothly 
brought to life: but the spoken passages 
sound rather dim. This is partly due to 
D.G.G.’s predilection for recording some- 
where cavernous. Truth, the proverb tells 
us, lives at the bottom of a well. The 
German engineers seem to have taken this 
information all too literally. Though the 
singing is on the whole agreeably helped 
out by the envelope of resonance which 
surrounds the voices (as in the same com- 
pany’s Magic Flute), the short spoken 
exchanges come at us from the basement 
and up a stone staircase. However this is a 
matter of taste. Personally I much prefer it 
to deadness. This early (and thereby 
interesting) work of the genius is worthily 
put forward. P.H.-W. 


MOZART. Qual mi conturba i sensi 
Fuor del mar; Ah, no sarebbe il 
viver mio—Non temer, amato bene, 
K.490, from “ Idomeneo”, Act 2. 
Dalla sua pace (Act 1); Il mio 
tesoro (Act 2) from “‘Don Giovanni’. 
Un’ aura amorosa from “ Cosi fan 
Tutte ’’, Act 1. Ah, se fosse intorno 
from “ Titus”, Act 1. Léopold 
Simoneau (tenor), Vienna Sym- 
phony Orchestra conducted by 
Bernhard Paumgartner. Philips 
ABR 4053 (10 in., 28s. 8d.). 

Last month it was Simoneau on L’Oiseau 
Lyre recording Mozart arias; different 
arias, this month, and different recording. 
Either the tenor is in better form or the 
recording is more flattering. Perhaps both. 
The results seem to me more pleasureable 
all round. In the lovely aria from Cosi, this 
tenor comes within an ace of singing—not 
merely acceptably, but like a master. He 
just falls short of the grace and floating tone, 
the slight veiling or withdrawal down a real 
diminuendo which would proclaim the 
master. Instead, there is musical sense and 
warm feeling and a solid, well supported 
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line. ‘* Dalla sua pace” and “Il mio 
tesoro ’ are most efficiently sung. There is 
no failure even in the long runs. But who 
would dream of summing up a McCormack 
or a Schipa in such a phrase? The 
Idomeneo arias do not overlap the last 
month’s final prayer from that opera. The 
** Fuor ‘del mar” is Idomeneo in Act 2 
facing the crisis with courage and it was 
written as a show piece for Raaf, the 
65-year-old creator of the role, who must 
indeed have had something to show, for it 
tests any tenor severely. Richard Lewis has 
also made it: but Simoneau’s version is I 
think slightly the better, even though the 
lower notes show how dull his voice can be 
once away from the middle and mezzo forte 
mark. However it is a useful acquisition. 
The other aria is not Idomeneo’s at all. 
It is the optional aria—apparently for 
Act 2—for Idamante (the castrato role, 
created by the eunuch soprano Vincenzo 
del Prato). Hilde Gueden popped it into 
her collection, and with violin obbligato 
one would say it was never devised for a 
tenor (since it takes in a high B flat) yet 
seems to have been sung only by the tenor 
who was substituted for the castrato when 
the opera was revived privately in 1786. 
Simoneau sings it fluently enough, but his 
timbre against the violin sorts oddly, I 
think. However it is of considerable interest 
besides being a fine piece. P.H.-W. 


VERDI. Romanza : Me pellegrina ed 
orfana (Act 1); #1Recit.: Son 
giunta! Grazie, O Dio! Aria: 
Madre, Madre, pietosa Vergine ; 
La Vergine degli Angeli (Act 2) ; 
Recit.: La vita @ inferno all’ 
infelice; Aria : Oh tu che in seno 
agl’ angeli; Duet : Solenne in quest’ 
ora; Recit.: Morir! tremenda 
cosa! Aria: Urna fatale del mio 
destino (Act 3). Duet; Invano 
Alvaro. Aria: Pace, pace, mio Dio! 
Finale; Trio : Io muojo (Act 4); 
from ‘* La Forza del Destino’. Zinka 
Milanoyv (soprano), Jan Peerce 
(tenor), Leonard Warren (baritone), 
Raymond Keast (baritone), Nicola 
Moscona (bass), Robert Shaw 
Chorale conducted by Robert Shaw, 
R.C.A. Victor Orchestra conducted 
by Renato Cellini and Jonel Perlea. 
H.M.V. ALP1371 (12 in., 39s. 74d.). 

This is a splendid bargain however you 
look at it, being “all you want from 
Forza”? on one record. True, the baritone 
aria is divided by a turn over, otherwise the 
amount in the way of big scenes from the 
opera which is included is remarkably 
generous. ‘The only scenes one misscs 
badly are Leonora’s duet with the padre 
guardiano, the “ Il santo specho ” episode 
in the same monastery scene, and possibly 
the character set-pieces for the mezzo and 
the comic friar. Otherwise, it is—so to 
speak—all there. 

Milanov has already given us some 
samples of her Leonora. It is really 
magnificent: the “‘ Madre pietosa ” is the 
equal of Ponselle or Dusolina Giannini - 
and while quite as ‘‘ beautiful ” and vivid 
as Tebaldi and as musically and dramatic- 
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ally exciting as Callas. Milanov also 
achieves a steadiness of phrasing and— 
above all—of high notes which align her 
to the class of pre-1914 sopranos. The 


steadiness of her tenuti in “* Pace pace”? is. 


thrilling ; not shrieks or wobbles, but 
securely taken notes with -the resonance 
perfect all through them. This is gorgeous 
singing and could have held its own at any 
period. The only defect in this aria is a 
slight labouring in the middle section. 

In “* La Vergine degli angeli ”” one might 
have preferred her a little further away 
from the microphone ; after all, Leonora 
is slowly retiring to her hermit’s grotto 
and the episode needs a touch of remoteness, 
but all in all this soprano, late in the day 
though it may be, records a sumptuous 
account of the role, trio and all. I should 
say that there is more resonance in the 
recording than I usually associate with 
H.M.V. records (especially of U.S.A. 
provenence as this is). Peerce is enveloped 
in almost as much “ echo chamber ”’ style 
of resonance as Rita Streich or Hafliger 
in the Deutsche Grammophon Magic Flute. 
Whatever your taste in this matter, there 
is no doubt it makes Peerce sound more 
blooming and mellow than I have heard 
him for a long time (equally he may be 
actually singing much better and getting 
his resonance less exclusively nasally than 
heretofore). His management of the acutely 
testing ““O tu che in segno” surpasses 
Tucker on Columbia (who was too lachry- 
mose) and Del Monaco on Decca who found 
the cardinal phrase of this aria a cruel test. 
Myself I do not as much care for Peerce’s 
individual timbre as that of either of the 
others mentioned, and neither his tone nor 
Warren’s are of the kind which blend easily 
in the “Solenne in questa ora” duet. 
In the quarrel duet in Act 4, however, they 
sing most excitingly and in the conclusion 
to his big solo baritone aria Warren makes 
a thrilling effect. In the trio the abbot is 
sung by Nicola Moscona who (I’d swear) 
sings “ Salito a Dio” at the end as if it 
were the hero and not the heroine who has 
ascended to the Lord. 

Cellini conducts ably; the orchestra 
and chorus are everything you’d expect. 
For a single disc Forza this is highly 
recommended. P. H.-W. 


VERDI. Aria: O Patria mia from 
“* Aida’, Act 3. Aria : Morro, ma 
prima in grazia from ‘“‘ Un Ballo in 
Maschera ”’, Act 3. Gre Brouwen- 
stijn (soprano), Vienna Symphony 
Orchestra conducted by Wilhelm 
Loibner. Philips NBE11035 (7 in., 
11s. 10d.). 


The Dutch soprano sings Amelia’s plea 
to her husband most beautifully, rivalling 
both Welitsch and Rethberg (q.v.) in 
feeling, musicianship and vocalisation. Her 
Aida is also gracious and finely recorded : 
only at the return from the high C are we 
reminded of those Aidas such as Destinn 
(q.v.) and Eva Turner who brought off the 
whole excursion, ascent and descent without 
the faintest suggestion that danger had 
been encountered and passed—by good 
fortune. The sound is good. 
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I don’t want to seem old-fashioned and 
of course “‘O patria mia” has to be cut 
if it is to go on a single side of a 78; but 
used we not to get these two arias a bit 
cheaper in the old days ? P.H.-W. 


VERDI. La Traviata. 
Violetta Valery 
Antonietta Stella (sop.) 
Flora Bervoix 
Elvira Galassi (mezzo-sop.) 
Annina Luisa Mandelli (mezzo-sop.) 
Alfredo Germont 
Giuseppe di Stefano (ten.) 
Giorgio Germont Tito Gobbi (bar.) 
Gastone Giuseppe Zampieri (ten.) 
Barone Douphol 
William Dickie (bar.) 
Marchese d’Obigny 
Nicola Zaccaria (bass) 
Dottore Grenvil 
Silvio Maionica (bass) 
Giuseppe Franco Ricciardi (ten.) 
Domestico di Flora 
Vittorio Tatozzi (bass) 
Commissionario Carlo Forti (bass) 
Orchestra and Chorus of La Scala 
Opera House, Milan, conducted by 
Tullio Serafin. Chorus Master: 
Norberto Mola. Columbia 
33CX1370-71 (two 12 in., 79s. 3d.). 
Recorded in co-operation with “ E.A. 
Teatro alla Scala ’’, Milan. 
Toscanini (2/54) (H)ALP1072-3 
Pradelli (1/55) LXT2992-4 
La Traviata stands high on the Verdian 
stock exchange these days, though not a 
quarter of a century ago you would be 
thought a proper fogey to admit even 
enjoying it, let alone putting it second only 
to Otello, as I believe Mr. Shawe-Taylor 
does. But we can assume that its merits 
are well enough known to need no further 
exposition here: and its immense popularity 
is attested by the number of complete 
Traviatas we have had in the last 25 years 
or so—not one of them really good ! 
All-important of course is  Violetta 
herself—it is, in an obvious way, a one- 
woman opera. The present cast, conductor, 
place of making and issue would all lead you 
to expect Callas in the title role. Why she is 
not there I do not know—and will not 
guess. Instead we have Antonietta Stella 
who sings the Queen in H.M.V.’s Don 
Carlos (reviewed by me last November) and 
who sang an exciting and loud Aida at 
Covent Garden last year, a young singer 
with a sumptuous voice. It has a lovely 
timbre, an even grain, a fairly even scale 
and a floating, effortless production. But 
the artist who uses this splendid instrument 
seems very immature as yet. You can test 
the great beauty of the voice itself by play- 


ing the long, easy, swooping slow waltz tune . 


of the finale of the third scene or at such 
places as the note which ushers in “‘ Gran 
Dio morir si giovine ” in the last act. This 
is a voice with a lovely quality. But just 
how clumsily, nervously and ineffectively its 
owner uses it is all too apparent in the 
exposed simplicities of ‘‘ Addio al passato ”’ 
where the shaping of the phrases, the time 
keeping, even the intonation once, are 
dubious. As for fireworks or coloratura, 
absunt! The “‘ Sempre libera”’ of Act 1 is 
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caution itself. As a vocal actress, ‘00, 
Signora Stella leaves much to be desired, 
sounding merely urgent most of the tine: 
without gaiety in Act 1 or pathos in Aci 4, 
apart from the conventional splurges of 
tone and intrusive aspirates (“‘ H’attcido 
H’attendo ’”’). But she sings with a good 
deal of fine intention: as in the <uet 
*“* Dite alla giovine ”’, which is sensitively 
done to start with. What is missing ‘s a 
feeling for the line (in the sense that even 
Galli-Curci had it) so that Signora Siella 
reminds us rather of a lightning sketch 
artist drawing fleetly with a thick piece of 
charcoal or his thumb. 

For comparisons—merely with those who 
have made LP Traviatas—this lady does not 
begin to compare with Albanese on H.M.V. 
for efficiency, though you may like her voice 
better gua voice: and though she is no duller 
than Tebaldi in the first act, and hardly 
more cautious sounding and heavy handed, 
she does not begin to compare with Tebaldi 
in the more intense and passionate music of 
the second and last act. 

The H.M.V. set was from a broadcast 
conducted by Toscanini in which the 
singers sound hard driven and downright 
scared ; the maestro sings too and whips 
the opera along amazingly, in a horrid dry 
recording. Decca, with Tebaldi being 
allowed every lattitude by Pradelli, is some- 
times rather a tame reading. But I don’t 
think it less interesting than Serafin’s, which 
seems to me much too slow most of the time 
—the impulse in the letter writing scene 
“Ciel dammi forza’’ where the clarinet 
theme nearly goes to sleep ; and the reprise 
of the exquisite “‘O quel amor ” likewise. 

I don’t like opera driven too fast, but 
surely this is simply too slow ? The actual 
Columbia recording is slightly better than 
either H.M.V. or Decca, in quality and 
balance: and the men come in on the 
credit side when all is said, for Di Stefano, 
if not very caressing, is much better than 
Poggi on Decca and rather more pleasing 
than Peerce on H.M.V.: and Gobbi is a 
really impressive vocal actor. Florid singing 
is not now his strong suit and the tonal 
quality may be harsher than in Merrill’s 
beautiful young voice (H.M.V.) or that of 
Warren in such arias as “‘ Di Provenza”, 
but he easily outshines Decca’s baritone in 
tact and imagination. 

All in all, then, this is just another 
Traviata with some good points, but some- 
thing rather dull about the central perform- 
ances by the Violetta and her conductor. 
However, those coming fresh to the work, 
without special standards, will find a good 
deal to please. Another note: _ like 
H.M.V.’s, this set is a four-side job—not 
six-side by Decca. P.H.-W. 
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The Golden Seal series—the newest in ‘Golden Voice ’ MODEL 846 
i i ‘ Tru - fidelity’ performance. 
the Champion range of Quality Record tne Gen 
Reproducers, are sensational value. To triple speakers. In blonde oak, 
figured walnut and _ golden 
listen to your favourite record on any of sapele. Socket for VHF/FM 
tuner, tape recorder, micro- 
these fine players, is to near it for the pane. Automatic 4-speed 

changer. 


first time in a new splendour of sound. 39 gns. (¢29.1144£11.7.8P-7) 
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q' Fantasia’ MODEL 863 


A fine Radiogram Giving Tru- J | 
fidelity performance from twin es 
speakers. Available with or 
without legs in polished light 
oak, walnut or mahogany. 
Illuminated sliding scale, 4- 
speed Autochanger with Hi- Png 
fidelity turnover cartridge. ; _ 


Insist on Champion for sparkling 
performance and the finish you’ve 
dreamed about. 

















39 gras. (eev.11.4+4£11.7.8 P.T.) 
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MODEL 852 ‘Virtuoso’ > 
A portable ‘ Tru-fidelity’ record player. 
Rich, 3D sound from triple speakers. 4-speed 
Autochanger with Hi-fidelity turnover cartridge. 
Luxurious 2-tone washable finish. 27 gms. (€20.10.0-+-£7.17.0 P.T.) 
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CATLEY OPERATIC RECITAL. 
Ombra leggiera from “ Dinorah ”’, 
Act 2 (Meyerbeer). Sweet Echo, 
come tune thy lay from “ La Jolie 
Fille de Perth ”’, Act 4 (Bizet). Gwen 
Catley (soprano), Edward Walker 
(flute), Alec Whittaker (oboe), Lon- 
don Symphony Orchestra conducted 
by Stanford Robinson.  Recit.: 
Gaultier Maldé@! Aria: Dearest 
name from “Rigoletto”, Act 1 
(Verdi). Ah! Lulled by visions 
from ‘‘ Roméo et Juliette”, Act 1 
(Gounod). A man like you (Act 2) ; 
See me the young village flirt 
(Act 3) from “Die Fledermaus” (Joh. 
Strauss). Gwen Catley (soprano), 
Philharmonia Orchestra conducted 
by Lawrance Collingwood. H.M.V. 
DLP1115 (10 in., 26s. 5d.). 


Gwen Catley is a popular artist and 
deserves to be. Not only is she petite and 
unassuming—which the big public likes: 
she sings blithely, without seeming to labour 
the act of vocalisation. In certain songs, 
this is most appealing: and the charming 
and simple manner with which she sings 
the echo song from Bizet’s Fair Maid of 
Perth explains why she has such a following, 
especially among people who dislike Prima 
Donna airs and graces. It is “ sweetly 
pretty’’—with no overtones of irony 
intended. A goodish English “ Caro 
nome ”’ too is by no means to be despised ; 
but the reason why Miss Catley is not 
always bracketted in the first flight of 
leggiero sopranos can be found in the 
Juliette waltz song in which the flourishes 
sound tentative only, and the whole effect 
is tremendously lacking in any of that chic 
or style which the song written for director’s 
wife Mme. Cavahlo cries out for. So, too, 
with the Dinorah piece, though this is 
acceptably done, it lacks brilliance, (surely 
its point ?). 

For English versions of Adele’s two 
Fledermaus songs you might do very much 
worse than this, Miss Catley giving what 
[ suppose is a genuine English equivalent 
of the Viennese archness, but again the 
flick of the real stylist is just missed, 
especially in the “‘ Spiel ich die Unschuld 
vom Lande”, the second piece. Even 
Elisabeth Schumann did not manage the 
end of that quite perfectly, but how 
infinitely more ‘“‘ fetching ” she made the 
whole thing. However, to know what the 
words are may be a strong argument in 
favour. The recording and the accompany- 
ing are excellent. P. H.-W. 





Dealer News 


_ Polyphoto, known to the majority of people 
living in this country for their photographic 
studios, are entering the record business. Their 
first shop should: now be operating in Trafalgar 
Square, carrying all trademarks together with 
Mail Order and Export facilities. 

Another special LP service is operated by 
Christopher Dean Ltd. of Church Street, 
Kensington, who have given special attention 
to the listening facilities required by personal 
shoppers. Good-quality equipment is used 
embodying in one case a Wharfedale triple- 


speaker system and in another a Tannoy York 
speaker. 
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KREISLER. Compositions and Arrange- 
ments, played by Fritz Kreisler. 
Arrangements: Old Folks at Home 
(Foster), with Carl Lamson (piano). 
Andante Cantabile (Tchaikovsky), 
Humoresque (Dvorak), with Franz 


Rupp (piano). Meditation from 
“Thais ”’ (Massenet), with Carl 
Lamson (piano). The Rosary 
(Nevin). RCA Victor Orchestra 


conducted by Donald Voorhees. 
Londonderry Air (arr. Grainger), 
with Franz Rupp (piano). 

Original compositions : Caprice Vien- 
nois. Tambourin Chinois. Liebes- 
freud: Liebesleid. Schén Ros- 
marin. La Gitana, with the RCA 
Victor Orchestra conducted by 
Charles O’Connell. H.M.V. CSLP 
506 (12 in., 42s. 6d.). 

I hope I shall not raise too many groans 
if I take the line those opera experts are 
always taking and say that nobody today 
can play violin trifles in the way Kreisler 
did! At any rate, here is a delectable 
selection of his old recordings, most welcome 
to those who remember how he used to 
play such things at the end of a recital. 

I wish H.M.V. had not filled all of two 
12-inch sides with quite so many slight 
pieces. (Even my enthusiasm drops a bit 
at The Old Folks at Home and The Rosary). 
Even the “* Pugnani-Kreisler ”’, still so often 
played, would have been more substantial 
and would have shown this great violinist 
in a style not represented on this record, 
However, let us be grateful that H.M.V. 
are at last giving us some of their hitherto 
buried treasure. 

The side of arrangements is of very 
varied -interest musically but always of 
interest for its playing. Recorded quality 
ranges from an apparently very old Dvorak 
Humoresque to others that sound very well 
indeed. But the side of original compo- 
sitions is the one I really enjoy ; delightful, 
every one of them, and played bewitchingly. 
Only one sounds very poor on my copy and 
that is Liebesfreud, which is odd for one 
would assume that it was recorded at the 
same time as its companion piece Liebesleid, 
which sounds excellent. Indeed, those who 
have the old 78’s of these pieces will be 
astonished how well they were recorded, 
mainly because the worn surfaces that we 
have got used to are replaced by a negligible 
amount of sound. 

If I may suggest, this is emphatically not 
a record to be played through, not even one 
whole side. Kreisler never played more 
than three or four of these pieces at the end 
of a recital—and that is the way to enjoy 
them. T.H. 


TCHAIKOVSKY. Concerto No. 1 in 
B flat minor, Op. 23. Vladimir 
Horowitz (piano), N.B.C. Symphony 
Orchestra conducted by Arturo 
Toscanini. H.M.V. CSLP505 (12 in., 
42s. 6d.). Recorded May 6th, 1941. 

This is a reissue from the old 78’s of the 
famous performance in which, if I may say 
so without disrespect, Horowitz and Tosca- 
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nini combined to give the old favourite the 
works. Horowitz, I suppose, can play 
faster than anybody else—and does : 
Toscanini aids and abets him apparently 
whole-heartedly. (What one would like, far 
more, is a recording of the conversation of 
the two of them at an early piano rehearsal, 
for one cannot imagine that the accident of 
their being brought together by Horowitz 
marrying Toscanini’s daughter by any 
means brought them together in their 
musical views). 

The recording was not received with 
enthusiasm in this country, even in 1941. 
The balance is all right, only the clarinet 
tending to get lost, and the new surface is 
really very good. But the piano tone is 
terribly shallow and the orchestra shrills in 
your ears when it is playing at all loudly. 
I found it best to turn my equipment into 
the semblance of as old a machine as 
possible: to cut out the tweeter altogether, 
to cut the treble like anything, and to use 
maximum filter. Then you must forget 
quality of sound and shift your interest to 
what Horowitz and Toscanini are up to. 

Allegro, Tchaikovsky headed his first 
movement but could then hardly have 
qualified it more: non troppo and, as if that 
were not enough, e molto maestoso. ‘Toscanini 
sets off at a speed that is certainly both 
exciting and arresting: whether it is what 
Tchaikovsky wanted is much open to doubt. 
But there it is: a gingered-up performance 
of the first movement, yet with breathtaking 
playing from the soloist, both in such things 
as cascading octaves and in extreme 
delicacy. And in the slow movement, what 
an astonishing performance of the middle, 
scherzo-like, section. 

The enormous interest of this performance 
outweighs whatever criticism one may have 
of the interpret.tion and it is right that it 
should be available. Every Public Library, 
to begin with, should preserve a copy—and 
every would-be solo pianist ! ‘ 


McCORMACK SONG RECITAL. I 
hear you me (Marshall) ; 
Jeanie with the light brown hair 
(Foster); Believe me if all those 
endearing young charms (Moore, 
arr. Schneider) ; Love’s old sweet 
song (Molloy); Bless this house 
(Brahe) with piano accompaniment by 
Edwin Schneider. Pll walk beside 
you (Murray) with piano accompani- 
ment by Gerald Moore. A pair of 
blue eyes (Kernell) ; The Rose of 
Tralee (Glover) with Orchestra. John 
McCormack (tenor). H.M.V. 
BLP1084 (10 in., 29s. 64d.). 

The late Count John McCormack’s 
lovely voice is, they tell me, an acquired 
taste. Perhaps. Like china tea to those who 
use Ceylon and artificial milk, it takes 
getting used to. But at least, this silvery 
tenor, with its inimitable Irish vowels and 
nasal timbre, was a taste acquired by a good 
many millions: and I don’t think there will 
be many buyers to regret this excellent 
transfer of some of his most popular ballads, 
for the voice comes through most beauti- 
fully. If only to hear the last repetition of 
** [ hear you calling me ’’, with a pianissimo 
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head note like an angel’s kiss, I’d spend my 
last penny on this collection. 

Pedants will tell you some of the songs 
(three of them) are infra dig. I don’t know 
how the selection was made: possibly on 
the basis of the titles which sold most copies 
(in which case I’d point out that tastes 
change and that “ A Pair of Blue Eyes ” 
has a faded and ephemeral musical comedy 
feel about it which is quite a different thing 
from the lasting charm of much else 
McCormack sang). 

I plead for inclusion in the next 
McCormack issue of “O sleep” (from 
Semele) and “ Ah moon of my delight ” 
from Liza Lehmann’s Persian Garden, both 
of them containing sheer artistry in singing 
which must be heard to be believed. Not to 
mention “ Bird songs at eventide”’. On 
this present record there is actually one 
unsuccessful nuance—at the end of the 
“Rose of Tralee” the great singer does 
not return to his full voice after a mesa di 
voce with the absolute assurance one expects. 
But how touching is the fervent climax of 
** Bless this house” where the “ gentle 
strength ” of the voice is very striking ; 
and how perfect, in its lightness, lilt and 
lack of sentimentality is the last verse and 
chorus of “ Love’s Old Sweet Song”. 
But why gild the lily? Nothing I say 
escapes being an impertinence: ecco un 
artista, as Tosca observes. Perfection turns 
up again and again on this charming 
record. P.H.-W. 


CLASSICAL REISSUES 


Mercury discs are now being issued in 
this country with the legend “ A product 
of the Pye group of companies ”’ on each 
sleeve. Six have come my way this month 
which were originally issued by the previous 
distributors of the Mercury label in this 
country. All date from between the 
summer of 1954 and the summer of 1955 
and I take it that all were recorded with 
Mercury’s one-microphone technique. In 
every case the orchestral sound is quite 
remarkably vivid ; though perhaps a little 
strident at times. Paul Paray’s Beethoven 
No. 7 may not tempt many (MRL2008), 
but a disc of French music with the same 
orchestra, the Detroit Symphony, is attrac- 
tive: Roussel’s Le Festin d’ Araignée, Fauré’s 
Pelléas et Mélisande (with a Sicilienne that 
is much too slow) and Dukas’s L’Apprenti 
Sorcier, the latter also slow, but, I think 
authentically so. There is plenty of 
humour in the performance ; I remember 
Paray, a born comedian, dancing jauntily 
on the rostrum, to get what he wanted 
from some rather apathetic English bassoon- 
ists at those moments when the broom 
begins to move (MRL2500). Four discs by 
the Minneapolis Orchestra conducted 
by Dorati include Rimsky - Korsakov’s 
Scheherazade (MRL2503) and Stravinsky’s 
Rite of Spring (MRL2006) in versions that 
have still to be bettered as pure orchestral 
sound, though the performances themselves 
are not perhaps quite the best. Respighi’s 
Fountains and Pine Trees, both of Rome 
(MRL2007), do not wear well as far as my 
ears are concerned, nor does Morton 
Gould’s Spirituals for String Choir and 
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Orchestra (MRL2506), a work I once 
remember enjoying ; but on the back the 
clever-as-paint dish-up by Russell Bennett 
for enormous orchestra of tunes from 
Porgy and Bess makes for enjoyable listening 
if you are in glossy mood. Much as I 
admire the skill with which this “ sym- 
phonic picture”? has been put together, 
I am not sure that these basically simple 
tunes can stand up to this degree of elabora- 
tion. But there are some gorgeous effects. 

Philips also have their Porgy and Bess 
contribution, eight numbers, including all 
your favourites, from the excellent record- 
ing of the whole opera that came out last 
November (SBR6204), and the addition of 
the voices is worth all the glossy orchestra- 
tions in the world. ‘This music is quite 
beautifully sung, the name parts by 
Lawrence Winters and Camilla Williams, 
with a superb Sporting Life by Avon Long, 
and the conductor is Lehman Engel. 
Gershwin’s opera is such a mixture of 
fascinating miniatures and rather unhappy 
linking and rhapsodical passages that, 
quite apart from the financial advantage, 
there is something to be said for extracts 
rather than the whole opera. Naturally 
the extracts, being taken from the complete 
tape, sometimes end abruptly, but this is 
a most exciting disc ; in fact I could not 
get my family to stop playing it. 

The Vienna Symphony Orchestra’s 


September, 1556 


version of Eine kleine Nachtmusik on * 45, 
conducted by Moralt (ABEr10010) iacks — 
the intimate quality this music neds, 
being rather boomily recorded, but two 
Strauss waltzes, from the same orchestra, 
The Kiss conducted by Salmhofer, and 
Voices of Spring conducted by Moral: are 
quite attractive (NBE11034); both are 
taken from discs of Strauss waltzes issued in 
1954 under the aegis of the Strauss society, 
But personally I much preferred Maicolm 
Arnold’s exuberant Beckus the Dandypratt 
(conducted by the composer) and Tam @ 
Shanter (conducted by Hollingsworth), both 
on yet another 45 (NBE11038). The 
former does not quite seem to knit together 
as a piece of music, but this may be because 
it is not so well played as Tam o’ Shanter, 
which comes off like one o’clock, and if it 
drives you to re-read Burns’ poem that will 
do you good too. 

Finally there is a Decca reissue of two 
suites from ballets by Delibes, Sylvia and 
Coppélia, formerly on two ten-inch discs but 
now available on a single twelve-inch 
(LXT5217). These date from 1951 but 
they still sound astonishingly brilliant, 
Alas, Roger Désormiére who made these 
recordings with the Conservatoire orches- 
tra, has now retired. ‘To music of this 
sort he brought a sparkle that it rarely 
receives, and he made one realise what a 
very good composer Delibes was. R.F. 





NIGHTS AT THE ROUND TABLE 


By W. A. 


H.M.V. CLP1076 is remarkable from the 
technical point of view. I venture to predict 
that it will establish itself both as a “test ”’ 
record and one frequently chosen to demon- 
strate the quality of reproducing equipment. I 
have tried it on three different outfits. It is 
extremely good on all and the sound is positively 
thrilling on the best of them. Whether you 
like it or not from other points of view depends 
chiefly on your reactions to military band music. 
The band is that of the Irish Guards under 
Captain C. H. Jaeger and there are fourteen 
separately banded items starting with the 
Regimental Quick and Slow Marches. The 
words of command which introduce these are a 
mistake in my view but this is a purely personal 
reaction. Many of the items might almost have 
been specially chosen to demonstrate the 
fine quality of both band and recording. 
Included are traditional tunes like Shepherds’ 
Hey and the Irish Washerwoman, Louis Ganne’s 
famous Marche Lorraine, Strauss’s Perpetuum 
Mobile, Figger’s Corn by Captain Jaeger himself 
and a quantity of light and tuneful music in 
excellent arrangements and among which I was 


tickled to recognise, despite its modern dress, in 


La Sorrella, a tune beloved of trick cyclists and 
others in the music halls of my youth. One 
point about the recording that particularly 
impresses me is that without being fully 
stereosonic it does give a decided impression of 
depth from back to front. An instrument that 
ought to be prominent is prominent but without 
any feeling that it has been brought nearer to 
the mike. Many examples could be quoted 
but suffice to say that when the bass drum is 
given a mighty thump it sounds full size (but 
not oversize) but also sounds to be coming 
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from the rear of the band. And another fine 
feature is the almost uncannily faithful reproduc- 
tion of distinctive timbres. Had the recording 
been done in a building with a slightly shorter 
reverberation period it would, I think, have 
been even better. But it is a truly outstanding 
record anyway. 

ery good recording also distinguishes 
*“‘ Operatic Intermezzi”’ played in part by the 
Bamberg Symphony Orchestra and in part 
by the Wiirtembergisches Staatsorchester, 
Stuttgart under Ferdinand Leitner in both 
cases (D.G.G. DGG17001). This is a happy 
mixture of the very familiar, the lesser known 
and (in England) the almost completely 
unknown. Cav. and Pag. had to be included I 
suppose and excerpts from Mignon and The 
Fewels of the Madonna are also to be expected 
but the lively Donna Diana overture is a very 
pleasant inclusion, the Thunderstorm from 
Rossini’s Barber of Seville I do not ever remember 
to have heard divorced from the opera before, 
and the interlude from Schmidt’s Notre Dame 
is quite new to me. The playing is excellent 
with a fine broad string tone which is bright 
without being steely. 

Of the three available recordings of the two 
Peer Gynt Suites my preference has been for that 
by Otterloo and the Hague Philharmonic 
Orchestra (Philips ABR 4027) and it still 
remains my first choice. The London Synr 
phony Orchestra under George Weldon are 
very well recorded on Col. 3351091 but the 
Dutch strings are more suave when this quality 
is called for and the affection lavished on the 
music by Otterloo results in greater sensitivity 
of phrasing. i also prefer Solvej’s Song to be 
sung as it is in the Philips disc. 
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